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APERGU SUR LA LITTERATURE 
DU VIET-NAM 
Cung Giu Nguyen 


COLLEGE DE NHATRANG 


A. La race, la langue et les écritures. 


Les origines du peuple vietnamien ne sont pas encore scien- 
tifiquement établies de fagon décisive. Longtemps on a supposé 
que ce peuple, natif du Tibet, avait gagné peu a peu le delta 
tonkinois en descendant la vallée du Fleuve Rouge. Une autre 
hypothése, celle du savant francais Aurousseau, situe dans le 
bas Yang-tse l’ancien pays des Viet. Ceux-ci, chassés par les 
So a l’époque de Xuan-Thu, trouverent refuge dans les provinces 
de la Chine Méridionale pour venir s’établir finalement dans le 
Tonkin et le Nord-Annam. D’autres théories soutiennent qu’aux 
temps préhistoriques, des Indonésiens chassés par les Aryens 
de l’Inde, avaient envahi la péninsule indochinoise et exterminé 
les autochtones qui s’y trouvaient étre des Mélanésiens. Une 
partie de ces conquérants avait continue sa route jusque dans 
les Indes Néerlandaises ; le reste devait constituer, au sud, la 
race des Chams et des Khmers, tributaires par la suite de la 
civilisation hindoue, au nord, avec les Mongols venus de la 
Chine, la race des Vietnamiens. Cette derniére devait 4 son 
tour se subdiviser en deux groupes : l’un vivant dans le delta et 
subissant l’influence chinoise continuera sa poussée vers le Sud 
et constituera le peuple vietnamien actuel ; l’autre, se main- 
tenant dans la haute région et conservant son régime féodal, 
recevant l’influence des Thai, fut a l’origine des tribus Muong 
qui peuplent encore une partie du Nord-Annam et du Tonkin. 

Les origines de la langue vietnamienne demeurent aussi ob- 
scures que celles de la race. La position linguistique du viet- 
namien reste a déterminer. Le savant frangais Henri Maspéro, 
dans une étude qui date de 1912, a divisé les mots vietnamiens 
en deux groupes : ceux qui proviennent d’emprunts au chinois et 
ceux qui ont pour origine un mélange de mon-khmer et de thai, 
avec prédominance de ce dernier élément. En 1940, M. Robert 
Shafer, professeur 4 l'Université de Californie 4 Berkeley, a 
présenté des comparaisons lexicographiques entre le vietnamien 
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et les langues tibéto-birmanes, mais s’est limité seulement a 
explorer les paralléles sans afftrmer une affinité génétique. 

Cette imprécision des origines, comme la richesse des lé- 
gendes qui entourent les premiers siécles de l’histoire du Viet- 
nam ne nuisent pas 4 la solidité du fait actuel : un peuple de 
vingt-cing millions d’habitants parlant une meme langue, occu- 
pant sur la péninsule indochinoise un territoire de 312.000 kilo- 
metres carrés s’étendant de la frontiére chinoise a la Pointe de 
Camau. D’un type ethnique différent de celui de leurs voisins 
du Nord et de 1’Est, se forgeant des moeurs et coutumes pro- 
pres, possédant un fonds culturel se détachant de l’'emprise chi- 
les Vietnamiens attestent par leur présence sinon par leur his- 
toire, la forte cohésion de leur sentiment national et la réelle 
vitalite de leur race, que quinze cents ans de domination chi- 
noise, et prés d’un siécle d’occupation frangaise n’ont guere 
réussi a ébranler. 

La littérature vietnamienne, dans sa conservation et son dé- 
veloppement, porte en filigranes les luttes et les revers de ce 
peuple en méme temps que la confiance inébranlable dans son 
destin. L’influence des cultures étrangeres, les bouleverse- 
ments politiques n’ont pas détruit le fonds ancestral toujours 
vivace, qui plutot s’en est nourri, pour se plier aux exigences 
de l’heure, et pour resurgir et s’epanouir aux époques glori- 
euses d’é€mancipation et de liberteé. 

On ignore également ce que fut la premiére écriture du 
peuple vietnamien aux temps reculés ou il s’établissait indépen- 
dant de la nation-meére ou des peuples voisins. Les historiens 
vietnamiens ont tendance 4 croire que cette écriture devait ex- 
ister, sous une forme pareille 4 celle encore en usage chez les 
minorités ethniques Muong, vivant dans le Nord-Vietnam ou a4 
celles du Khmer ou du laotien, calquées sur 1’écriture de l’Inde 
Méridionale. Ce ne fut que sous la domination chinoise qu’ap- 
parut une graphie démotique, l’ecriture dite “nom”, formée de 
caracteres chinois employés tels quels, ou agrémentés d’autres 
radicaux ou d’autres signes chinois et auxquels on attribuait 
arbitrairement le phoneme désiré, Cette écriture ne connut pas 
de succes, n’ayant pas été reconnue officiellement 4 sa nais- 
sance; d’autre part, n’ayant pas de regles fixes, chacun pouvant 
inventer de son gré des signes nouveaux. De plus, pour con- 
naitre le “ndm”, il fallait passer par l’étude des caractéres 
chinois, qui seule ouvrait a l’étudiant de grandes possibilités de 
culture et d’utilisations pratiques, a commencer par la carriére 
mandarinale, profession toujours enviée. Le “ndm” fut donc 
considéré comme une langue vulgaire, réservée au bas peuple, 
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pour des raisons principalement politiques. Les plus vieux 
manuscrits en “nom” ne datent que du XIII€ siécle, 1’éclosion 
de cette littérature coincide donc avec la cristallisation du sen- 
timent national vietnamien. 

Quatre siécles plus tard, apparut une nouvelle écriture en 
caracteres latins, appelée communément “qudc-ngu” (langue 
nationale), oeuvre de missionnaires européens , dont le plus 
connu est le Pere Alexandre de Rhodes. Le “quoc-ngu” fut une 
précieuse invention. Il a permis la fixation de la langue et sa 
rapide diffusion, et a contribué pour une large part, au floris- 
sement de notre litterature moderne et contemporaine. 

Enfin, le contact avec la France suscita chez certains intel- 
lectuels l’adoption de la langue francaise comme moyen d’ex- 
- pression, 

En nous placant au point de vue des différentes formes sous 
lesquelles la pensée vietnamienne cherchait a s’extérioriser, 
nous pourrions examiner Successivement : 

I, La littérature orale (principalement des origines jusqu’a 
l’invention de la graphie démotique) ; 

II. La littérature en langue chinoise écrite (II¢ siecle avant 
J. C. - XIX© siecle) ; 

III. La littérature en graphie démotique, dite en “n6m” (XIIIe 
siecle - XIX siécle) ; 

IV. La littérature en langue nationale , dite en “qudc-ngu” 
(XIX€ siecle a nos jours) ; 

V. Les quelques tentatives de litterature d’expression fran- 
caise. 


B. La littérature orale. 


La littérature orale parvenue jusqu’a nos jours, dénote chez 
le peuple vietnamien une longue tradition de poésie, d’humour, 
de joie de vivre. Cette littérature, en raison de son mode de 
transmission, a subi tous les avatars de la défiguration, des 
défaillances de la mémoire. Elle ne constitue pas moins un 
fonds assez riche qu’on n’est pas encore parvenu a inventorier 
de facon complete. Ce fonds comprend des maximes et pro- 
verbes, des chansons populaires, des contes et légendes. 

Les maximes et proverbes n’ont pas de forme arrétée. Ils 
comportent un nombre variable de mots (la langue vietnamienne 
est monosyllabique). L’emploi des assonances est libre; quand 
il y a jeu des assonances, les regles different de celles em- 
ployées dans la prosodie chinoise. Les sujets sont aussi divers 
que possible. Les maximes et proverbes constituent une vaste 
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encyclopédie a laquelle le paysan se référait dans sa vie de tous 
les jours. Le proverbe tranche une discussion, hate une réso- 
lution, releve une faute. Il n ’est donc pas étrange que ces pro- 
verbes furent avant tout un code de morale ou de savoir-vivre : 


Qui mange le fruit doit se souvenir de celui qui a 
planté l’arbre, 

Qui boit l’eau de la riviére doit se souvenir de la 
source. 

Quand on va avec Bouddha i! convient de porter la 
robe du bonze, 

Quand on va avec un fant6me il convient de porter 
une robe en papier. 


Le savoir pratique, les premiers rudiments de technologie 
se trouvent aussi enregistrés dans maints dictons : 


Quand l’orage est a l’est, fuyez en regardant. 
Quand l’arc-en-ciel est a l’ouest, s’il ne pleut pas, 
il doit venter. 


Les maximes et proverbes donnent encore les observations 
courantes qui sont pleines de sagesse sinon de philosophie : 


Les gros poissons avalent les petits poissons, 

A défaut d’éléphant, on prend le buffle pour l’animal 
le plus gros. 

Trois joies vous rajeunissent, trois chagrins vous 
vieillissent. 

Grande est la barque, grand est l’assaut des vagues. 

Plus on monte haut, plus la chute fait souffrir. 


Les chansons populaires puisent également leur inspiration 
dans la réalité simple de la vie paysanne, qui est pleine de 
charme, d’humeur native, de fonciere sagesse. Un recueil paru 
en 1928, a pu grouper plus de huit mille numeéros comprenant 
des locutions et phrases de quelques mots, des distiques, des 
quatrains, des petits poeémes de 20 4 30 vers. La forme des 
differentes chansons reste trés souple, le nombre des mots em- 
ployés fort variable. Dans l’ensemble, les chansons adoptent la 
forme du récit, suite de quatre mots, ou le métre 6-8 (un vers 
de 6 mots, un vers de 8 mots et ainsi de suite) ou le métre 
7-7-6-8. Dans ces formes qui sont purement vietnamiennes, se 
trouvent des altérations dues a l’addition des mots-coussins qui 
marquent le rythme des vers ou les idées 4 mettre en évidence. 

Le paysan vietnamien chante : 
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Allons, mes amis, labourer et repiquer. 

Nous nous donnons de la peine aujourd’hui, mais 
nous serons riches plus tard. 

Dans la riziére haute et dans la riziére basse, 
Le mari herse, la femme repique, le buffle laboure. 


Et l’amoureuse chante : 


O amant de mon coeur, que je suis triste, que je 
suis malheureuse ! 
Je suis telle une mangue qui est suspendue a l’ar- 


bre. 

Le vent d’est, le vent d’ouest, le vent du sud, le vent 
du nord 

La battentde tous cétés et la font balancer sur l’ar- 
bre. 


Un beau matin, le hasard la fera tomber dans les 
mains de qui? je ne sais ! 

Voyez ce bosquet de bambou, voyez ce prunier en 
fleurs, 

Le dieu des fils rouges, la déesse de la lune unis- 
sent les gens au hasard. 

Moi, j’attends une fois, j’attends deux fois, 

Je me morfonds a attendre et a aimer toute seule. 

Je saiS que vous m’aimez, vous auSSsi, maiS mon 
pere, ma mére, tous les miens ne m’aiment pas. 

(Traduction de Pham-Quynh). 


Toutes ces chansons sont l’ceuvre anonyme de tout le peuple 
et portend dans toute sa pureté l’image de l’4me vietnamienne. 
Joies, peines, angoisses, sentiments produits par le spectacle 
de la nature et de la société, trouvent place dans les chants al- 
ternés des paysans, les chants rythmés des batelieres ou des 
femmes pilonnant le riz. Des mots simples dans un style sans 
prétention et sans artifice, des images frustres puisées a méme 
le milieu familial, professionnel, entretiennent d’abord dans le 
village, la région, pour se répandre ensuite dans tout le pays, 
cette attention 4 la vie, ce contentement intérieur qu’éprouvent 
les gens simples et heureux. La passion, comme il apparait a 
travers les chansons d’amour,n’est jamais poussée au tragique. 
Une note de résignation, quelque pointe d’humour aplanit les 
remous du cceur. La vie peut continuer et la chanson aussi. 
Car la chanson était presque la seule nourriture intellectuelle 
que pouvait connaitre ce peuple travailleur, en lutte avec les 
éléments et les hommes. Elle libérait sans doute ses auteurs, 
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mais plus encore ceux qui la répétaient et ceux qui 1’ écoutaient 
avec amusement ou ferveur. Aux heures de labeur comme aux 
moments de repos, la chanson mettait tous dans une communion 
sincere et gaie. 

Les contes et légendes qui appartiennent aussi a la littera- 
ture orale comprennent des légendes mythologiques et poétiques, 
des contes moraux, des satires et des biographies d’hommes 
illustres ou des génies humanisés. Voici, a titre d’exemple, le 
résume d’un célébre conte , ‘Le Cristal d’amour’: Une fille de 
ministre habitait un palais situé au bord d’une riviere. Un 
pauvre pécheur passait souvent la avec sa barque, il chantait 
toujours d’une voix tres belle. Un jour le pécheur ne vint plus 
sur la riviere. La jeune fille en devint malade. Les médecins 
ne pouvaient la zuérir. Mais la chanson revint et elle guérit. 
Le ministre fit chercher le pécheur, le mit en présence de sa 
fille. Depuis cette rencontre, celle-ci ne voulut plus entendre 
la voix du pécheur. I] arriva que celui-ci, a son tour, eut la 
mal d’amour jusqu’a en mourir. Des années passent. En ex- 
humant les restes du pécheur pour les transporter ailleurs, la 
famille du pécheur trouve dans le cercueil une grosse pierre 
translucide. Le ministre devint par hasard acquereur de la 
pierre, en fit tailler une tasse a the. Chaque fois qu’on y verse 
du thé, on voit apparaitre l'image d’un pécheur dans sa barque. 
La jeune fille, en apprenant ce prodige, voulut s’en assurer 
elle-méme. Elle versa un peu de thé, image du pécheur appa- 
rait. Se souvenant du passe, elle pleura. Une de ses larmes 
tomba sur la tasse et celle-ci fondit en eau. 


C. La littérature en langue chinoise écrite. 


De l’année 111 avant J. C. jusqu’en 939 apres J. C., le Viet- 
nam a subi une premiere période fort longue de domination chi- 
noise qui a permis a la culture chinoise de s’établir solidement 
dans le pays, a tel point que la pensée, la langue, les modes de 
vie gardent encore aujourd’hui l’empreinte des concepts et des 
idéaux de nos voisins du Nord, Avant cette domination, les 
Vietnamiens étaient chasseurs, pécheurs, ils cultivaient la terre 
avec des instruments en pierre polie. Le régime économique 
était essentiellement agricole, Le matriarcat laissait peu 4 peu 
place au patriarcat. La société était feodale. Hommes et fem- 
mes chiquaient le bétel, se laquaient les dents, portaient déja 
des vétements. Ils se servaient, comme armes, d’arbaletes 
avec des fléches empoisonnées. Ce furent les Chinois qui leur 
apprirent l’usage de la herse et de lacharrue, l’emploi du buffle 
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et des engins en fer. L’organisation de la famille et de la so- 
ciété fut calquée sur l’organisation chinoise. De la Chine, le 
bouddhisme, le confucianisme et le taoisme vinrent exercer leur 
prestige sur le peuple vietnamien fasciné par tant de splendeurs 
Spirituelles. La diffusion par les conquérants de leur propre 
langue fut certes d’un but intéressé. L’histoire enregistre ce- 
pendant l’ceuvre de quelques mandarins chinois, tels que Tich- 
Quang, Nham-Dién, Si-Nhiép qui propagerent plus que les rudi- 
ments de leur langue, destinés a former des interpreétes ou des 
subalternes, ils firent connaitre la culture chinoise et envoye- 
rent des lettrés vietnamiens compléter leurs études en Chine. 

Mais la langue chinoise fut lue par les Vietnamiens d’une 
facon tout a fait particuliére, différant de la prononciation chi- 
- noise a tel point que Chinois et Vietnamiens ne purent plus se 
comprendre que par écrit. Cette évolution phonétique serait 
due au fait que, liberés de la domination chinoise, les Vietna- 
miens n’apprirent plus la langue directement des résidents ou 
des maitres chinois. La prononciation défectueuse devint une 
nouvelle prononciation qu'adopteront tous les lettrés vietna- 
miens. La méme différence de prononciation se constate d’ail- 
leurs chez les habitants des diverses régions de la Chine méme, 
lesquels ont fini par posséder une maniere propre de parler et 
de lire la langue, alors qu’avant les T’ang (618-907), d’apres 
Bernard Karlgren <<Etudes sur la phonologie chinoise>, tout le 
peuple chinois parlait de la meme maniére. 

Les vietnamiens trouverent désormais une source 4a laquelle 
ils purent étancher leur soif de savoir. Leurs réelles qualités 
d’opiniatreté, de goftt pour l’étude, leurs dons d’assimilation 
trouverent un champ immense d’application. Tout comme les 
Japonais ou les Coréens, ils participerent, grace a la connais- 
sance de la langue chinoise écrite — équivalent du latin pour les 
nations issues de l’Empire romain — a une vaste communauté 
intellectuelle et spirituelle qui fut déja une preuve d’humanisme 
et d’universalité. Bien peu de nos lettrés de cette €poque se 
rendirent compte de leur déracinement ou de l’abdication de leur 
indépendance. L’éthique confucéenne fut déja mise en ceuvre 
dans cette vénération religieuse des maitres, dans ce respect 
inconditionnel dQ au superieur et les philosophies comme les 
lettres chinoises, imposaient d’emblée leur prestige aux innom- 
brables étudiants vietnamiens qui se mettaient aux Classiques 
et Canoniques avec autant de ferveur confiante que leurs des- 
cendants étudieront, plus de mille ans plus tard, Descartes, 
Saint-Thomas d’Aquin ou Karl Marx, 
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Mais, en dépit d’un commerce trés suivi avec la spiritualiteé 
chinoise, trés peu d’ceuvres originales nous furent laisseées. 
Alors que du Ilé siécle avant J. C. au XI€ siécle aprés J. C. le 
bouddhisme connaissait son apogée au Vietnam, alors que dans 
les trois siécles suivants, les trois religions se partageaient 
leurs zones d’influence ou concourraient 4 un amalgame phi- 
losophico-religieux dont l’issue batarde fut le paganisme, la 
résignation morbide ou la sorcellerie, alors que depuis le XIV© 
siecle jusqu’au début du XX€, le confucianisme, a son tour, pre- 
nait figure de religion nationale, on note l’absence d’écrits cri- 
tiques ot s’inscrivaient la sensibilité ou l’entendement propre- 
ment vietnamiens; 4 peine mentionne-t-on quelques noms de 
veritable savant comme Lé-quy-Don, d’exégéte original de la 
doctrine des lettrés tel que Nguyén-ba-Nghi ou de commenta- 
teur perspicace du Lun-Yu comme Nguyén-huu-Tao qui n’abon- 
dait pas dans le sens orthodoxe de Tchou-Hi. Les raisons en 
furent pour une bonne part le souci de ménager les préjugés 
officiels, la crainte de la censure gouvernementale et de l’opi- 
nion publique et la pudeur presque consacrée des auteurs qui 
avaient toujours preféreé l’anonymat jusque dans la refutation et 
dans la désapprobation. 

La littérature religieuse fut pourtant abondante, certaines 
oeuvres bouddhiques des bonzes Vien-Chieu (998-1090), Vien- 
Thong (1099-1151), Phap-Loa (1284-1330), Huyen-Quang (disci- 
ple du précédent), sont parvenues jusqu’a nos jours. Les écrits 
confucéens pullulerent sous la dynastie des Tran (1225-1380). 
On cite les recueils poétiques des empereurs de cette dynastie, 
ceux de Han-Thuyeén, considéré comme un des pionniers de la 
littérature nationale, ceux de Chu-van-An, de Nguyén-phi-Khanh, 
pere d’un autre auteur célébre, Nguyén-Trai, et qui, emmené en 
otage en Chine par les troupes des Ming, fit tenir a son fils le 
serment de le venger. 

A la méme époque se situe le premier livre vietnamien 
d'histoire du Dai-Viet (une des anciennes appellations du Viet- 
Nam) rédigé par L@-van-Huu, ouvrage qui comprend 30 volumes 
et relate les faits depuis le regne de Triéu-Vu-Dé (207 av. J.C) 
jusqu’a la fin de la dynastie des Ly (1225). L’oeuvre de Lé-van- 
Huu fut plus tard complété par les travaux de Ngd-si-Lién, 
Pham-cong-Tru, Le-quy-Don. Sous la dynastie des Nguyén 
(1802-1945), le Bureau des Annales, fondé par l’empereur Minh- 
Mang (1820) continua le travail historique mais manqua mal- 
heureusement de méthode rationnelle et s’intéressa plus 4 la 
vie de la Cour et de la dynastie qu’a celle de i’ensemble du 
peuple. 
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Les auteurs vietnamiens de langue chinoise écrite, réputés 
comme les plus savants furent Lé-quy-Don (1726-1784) et Phan- 
huy-Chu (1782-1840). Le@-quy-Don, second lauréat des concours 
triennaux, fut ambassadeur en Chine ow ses talents poétiques 
furent reconnus et admirés, I] avait profité de son séjour a 
l’étranger pour parfaire sa culture, et rédigea outre ses livres 
de poémes et ses travaux historiques mentionnés plus haut, 
divers ouvrages tels que les commentaires du Livre des Trans- 
mutations, un livre sur l’art littéraire, des biographies de 
princes et d’illustres rebelles, des monographies historiques et 
géographiques des provinces de Thuan-hoa et de Quang-nam. 
Phan-Huy-Chu, mandarin, fut envoyé en mission deux fois en 
Chine et une fois 4 Batavia. Il a laissé un recueil historique, 
des études sur des sujets des plus variés, biographies, statut et 
mode de recrutement des mandarins, économie politique, droit, 
art militaire, littérature, diplomatie. 

Mentionnons enfin deux recueils célébres de contes et lé- 
gendes : le «Vietnam sacré» de Ly-te-Xuyén qui rapporte les 
épopées de personnages historiques, rois, mandarins, génies 
des montagnes, etc., et «Les Histoires étranges> de Tran-thé- 
Phap, groupant les légendes de la tortue d’or, le bétel et l’aré- 
quier, la pastéque, le son et la brisure de riz, etc. 


D. La littérature en graphie démotique. 


Comme la littérature orale, la littérature en graphie démoti- 
que, dite en “ndm”, est proprement vietnamienne, elle differe de 
la litterature contemporaine par sa transcription en caracteres 
chinois plus ou moins modifiés, alors que celle-ci s’écrit en 
“qudc-ngu”, c’est-a-dire en caractéres romains, inventés com- 
me nous |’avons dit plus haut, au XVIJ€ siécle par des mission- 
naires européens. Actuellement, la plupart des oeuvres en 
“nom” sont transcrites et diffusées en “qudc-ngu” et la distinc- 
tion adoptée dans cette étude n’offre qu’un intérét historique. 

Le “ndOm” ou graphie démotique serait inventé par le manda- 
rin chinois Si-Nhiép (1367-226), reconnu par nos lettrés comme 
un des grands maitres de la culture traditionnelle. En réalité, 
il fut l’ceuvre commune d’innombrables lettrés vietnamiens qui, 
ayant a servir d’écrivains publics, furent obligés d’inventer des 
signes pour noter dans les actes privés les noms propres viet- 
namiens qui n’avaient pas de répondant en chinois. Il fut aussi 
la préoccupation des patriotes qui devaient de toute évidence 
sentir la nécessité de se forger une écriture , une langue na- 
tionale que les étrangers ne comprendraient pas. La graphie 
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démotique ne connut cependant son regain de faveur que sous la 
grande dynastie des Tran (1225~1400), époque de grandeur qu’on 
pourrait considére comme une sorte de Renaissance, ou le 
peuple étant victorieux des Mongols envahisseurs, permit un 
plein épanouissement de la vie intellectuelle. Le resaisisse- 
ment national du Vietnam, sa volonté d’étre une nation datent de 
cette époque. Jusqu’alors la langue démotique était considérée 
comme une langue vulgaire, prise en dédain par les lettrés, les 
princes et les dieux. Ce fut Han-Thuyén qui fut le premier a en 
soutenir publiquement la valeur et a contribuer a sa rapide dif- 
fusion. Han-Thuyén, né vers la fin du XII€ siécle, était Ministre 
de la Justice. Des crocodiles ayant apparu dans la riviére Ld, 
V’empereur Tran-nhan-Tong demanda a Han-Thuyén de compo- 
ser un texte afin de conjurer les bétes a quitter les lieux. Han- 
Thuyén écrivit un poéme en langue démotique — dont le texte 
demeure inconnu — et le jeta dans la riviere. L’histoire rap- 
porte qu’a la suite de cette incantation, on ne vit plus jamais de 
crocodile. Mais lceuvre de Han-Thuyén serait sujette a caution 
si elle ne se bornait qu’a l’objet de cette plaisante anecdote. 
Han-Thuyén avait surtout, en se basant sur la prosodie chinoise, 
inventé des régles de versification des poémes en vietnamien et 
ilavait de plus laissé un recueil de poemes écrits en caractéres 
chinois et en langue démotique. Son exemple fut suivi par beau- 
coup de lettrés qui se mirent a versifier en “nOm”. Le gouver- 
nement , pour la premiere fois dans les annales littéraires et 
universitaires, donna aux concours triennaux des sujets de 
poemes a composer en “ném” alors que la tradition n’avait tou- 
jours autorisé que les sujets et les devoirs en langue chinoise 
écrite. 

Plus audacieux, les rois Ho-quy-Ly (1400 ? - 1407) et Nguyén- 
Hué (1788-1792) instituerent la langue démotique comme langue 
officielle. Ho-quy-Ly traduisit lui-méme en “ndm” le «Livre 
des poémes> et rédigea toutes les proclamations et édits de 
son régne dans la langue nationale. Mais le succés politique de 
Ho-quy-Ly n’égala pas la grandeur de son ceuvre culturelle. 
Aprés lui, le vietnamien céda de nouveau la place aux carac- 
teres chinois et il fallut attendre l’avéenement de Nguyén-Hue, 
Vun des rois Tay-son, pour continuer oeuvre patriotique en- 
treprise par divers lettrés et par le roi H6-quy-Ly. 

De nombreux poemes en graphie démotique datent du XIIIe 
et du XIVe€ siécle mais la forme d’expression pour devenir veri- 
tablement nationale, pour atteindre plus profondément le peuple 
qui reclame sa langue et sa littérature, se libérera progres- 
sivement des cadres rigides de la prosodie chinoise, des themes 
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et sujets classiques, comme on peut le constater dans l’évolu- 
tion accélérée de la littérature vietnamienne au cours du XIXe 
et du XX siécle. L’impulsion donnée par Han-Thuyen et ses 
amis, entretenue tout le long des siécles suivants, marqués par 
la sanglante rivaliteé des Trinh et des Nguyén, seigneurs du 
Nord et seigneurs du Sud, finit par devenir une base solide sur 
laquelle nos contemporains furent en mesure d’édifier une cul- 
ture proprement nationale. 

Les oeuvres de la période du début furent assez minces. 
Elles manquent par ailleurs d’originalité. Les themes que 
choisissaient nos poétes n’étaient guére variés. A l’instar de 
maint poéte chinois, de Tou Fou ou Li Po qu’ils vénéraient 
comme des idoles, ils chantaient les beautés de la nature, la 
joie de la vie champétre. Pour tous les lettrés, boire de l’al- 
cool, jouer aux échecs, admirer le clair de lune, assister a 
l’éclosion des fleurs, étaient préférable 4 la course aux riches- 
ses et aux honneurs, Cela ne les empéchait pas, quand le Prince 
daignait reconnaitre leurs talents, d’aller le servir en toute 
ame et conscience, quitte 4 renoncer d’un coeur léger aux biens 
terrestres quand ils n’étaient plus écoutés. L’homme confu- 
céen reconnaissait le devoir de se rendre utile, mais le croyant 
taoiste ou bouddhiste qui veillait a cd6te de lui, ne cessait de lui 
vanter ou de lui rappeler les douceurs du quiétisme ou le néant 
de toutes choses. 

C’est encore la vision, claire ou intuitive, du peu d’impor- 
tance de l’individu, du moi, de ses propres oeuvres, qui incitait 
quantité de lettrés et de savants a rechercher la solitude et le 
silence, la communion mystique avec les bienheureux et les 
immortels. Les moins purs, scandalisés occasionnellement par 
les moeurs, par une injustice ou une oppression, composaient 
peut-étre quelque poéme qu’ils confiaient 4 leur entourage com- 
me pour se libérer d’un malaise intérieur mais ne se souciaient 
guere de leur propre succés. Ainsi, peu de noms survivent 
dans notre ancienne littérature qui pourraient figurer en téte 
d’imposantes anthologies, peu de précision subsiste autour de 
ces noms, une grande quantité d’ceuvres reste ajamais anonyme 
et une innombrable production s’est évanouie, a cause du peu 
d’intérét — dans son sens le plus prosaique — que nos ainés 
portaient pour la littérature comme pour le reste. L’ ideal 
pour eux demeurait l’enseignement du poéte-philosophe chinois 
Tchouang-tseu : “Celui qui parle ne sait pas. Celui qui sait ne 
parle pas”. 

Malgré ces nobles et ambitieuses conceptions, malgre l’ac- 
tion malfaisante du climat et des bétes, également ennemis des 
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manuscrits et des livres, nous gardons encore de cette période, 
quelques ravissants poemes de l’empereur Lé-thanh-Ton (1460- 
1497), prince mécéne qui patronna un cénacle de 28 académiciens, 
ceux de Nguyén-binh-Khiém connu aussi par ses troublantes 
prophéties, ceux du condottiere Pham-Thai qui découvrit a la 
fin de sa vie qu’il est vain de vouloir conquérir les monts et les 
fleuves car ils ne rempliront jamais le fond des yeux d’une 
bien-aimée, 

Les ceuvres marquantes du XIV€ au XVIII€ siécle qui nous 
restent sont : le «Gia huan ca> (De |’éducation des familles) de 
Nguyén-Trai (1380-1442), le <<Chinh phu ngam> (Complainte de 
la femme du guerrier) de Doan-thi-Diém (1€re moitié du XVIII & 
s.), le <Cung Oan Ngam Khuc> (Plaintes d’une odalisque) de 
Nguyén-gia-Thiéu (1741-1798), le «<Hoa-Tién> (Fleur de Nar- 
cisse) de Nguyén-huy-Tu (?). 

<<De l'éducation des familles>> comprend quelques poémes 
didactiques traitant des devoirs de 1’épouse, du fils, des conseils 
de l’épouse a 1’époux, des conseils 4 un étudiant désirant se 
perfectionner. L’auteur de ce recueil, Nguyén-Trai, est une 
des plus belles figures de l’histoire du Vietnam. II] joignit des 
dons littéraires a des qualités de stratége et fut l’un de ceux qui 
aidérent Lé-Loi a vaincre les troupes des Ming et a recouvrer 
V’indépendance nationale. I] servit sous trois rois, mais impli- 
que de complicité dans le meurtre du roi Lé-thai-Tong, il fut 
décapité en 1442 avec tous ses descendants males. 

La <<Complainte de la femme du guerrier> est une traduc- 
tion en “ndm” faite par Madame Doan-thi-Diém, d’un poéme en 
caractéres chinois composé par un lettré vietnamien du nom de 
Dang-tran Cdn. Comme son titre l’indique, ce poéme de 402 
vers, sur le metre 7-7-6-8, peint l’angoisse et l’attente de la 
femme restée au gynécée pendant que son époux lutte sur le 
champ de bataille. La traduction de Doan-thi-Diém, par la 
beauté de son rythme, surpasse en valeur et en popularité le 
texte original, tres apprécié en son temps, et qu’on a tendance 
a ignorer aujourd’hui. Doan-thi-Diém en plus de cette traduc- 
tion, a écrit un recueil de contes et de nouvelles en caractéres 
chinois. Le <Chinh-phu ngam> a été traduit en francais par 
M. Bui-vin- -Lang, par M. Hoang-xuan-Nhi, et en anglais par M. 
Pham-xuan-Thai, sous le titre <Warrior’s wife’s plaintive bal- 
lad>., 

Egalement écrit en vers de 7-7-6-8 pieds, les <Plaintes 
d’une odalisque> de Nguyén-gia-Thiéu, marquis de On- nhu , 
décrit les malheurs d’une jeune fille choisie pour garnir le ha- 
rem royal et délaissée par son auguste époux, pour vivre dans 
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la solitude et le désenchantement. Ce poéme (de 356 vers) peut 
étre interprété par analogie comme les doléances d’un manda- 
rin ou d’un lettré de talent qui se trouve tombé en disgrace ou 
Sans emploi. [I] peut @tre considéré également comme une 
ceuvre d’inspiration bouddhique et viserait 4 traduire les vicis- 
situdes de la vie et le néant du moi par rapport 4 1’évolution 
constante du monde. Plusieurs traductions en francais de ce 
poeme existent, notamment, celles de G. Cordier (Hanoi, 1930), 
de Pham-gia-Kinh (Hanoi, 1950), de Huynh-khac-Dung (Saigon, 
1951). 

Le «Hoa Tién> comprenant 1.826 vers du métre 6-8, est 
composé, d’aprés un roman chinois, par Nguyén-huy-Tu, et re- 
manié ensuite par Nguyén-Thién et Vu-dai-Van. C’est un ro- 
-man d’amour dont les principaux personnages sont deux jeunes 
gens séparés d’abord par mille obstacles et qui sont réunis fi- 
nalement par un mariage glorieux. 

Le XIX€ siecle a laissé un nombre plus important d’ouvra- 
ges. Les poétes furent nombreux. Certains manifestérent une 
plus grande originalité que leurs ainés. 

La personnalité et lceuvre d’une poétesse telle que Ho- 
xuan-Huong (fin du XIXe - début du XX€ s.) demeurent une éni- 
gme pour nos lettres. H6-xuan-Huong avait beaucoup de talent. 
Un souffle de vie ardent anime ses poemes que n’acceptaient 
pas nos moralistes, car les vers sont tous a double sens. A 
premiere vue, on peut goiter la beauté des descriptions, la déli- 
catesse des sentiments, que les sujets portent sur un simple 
éventail, un gateau de riz, une partie d’échecs, mais si l’on se 
mettait 4 interpréter les poémes selon les intentions grivoises 
de l’auteur, on verrait tout de suite que les poémes sont au plus 
haut point pornographiques. Chacun s’accorde cependant a re- 
connaitre l’exquise justesse des images, la facilité de la langue 
qu’emploie la poétesse qui symbolise la réaction de la nature 
contre les rites et l’esprit de sérieux. 

Différente de H6-xuan-Huong, une autre femme de lettres, 
Madame Thanh-Quan (premiére moitié du XIX€ s.) a donné des 
poémes de facture trés soignée et dont les themes sont plus 
nobles. Romantiques par les idées, mais classiques par la 
forme des vers, les poemes de Thanh-Quan sont imprégnés 
d’une mélancolie pleine de charme, que cette mélancolie porte 
sur l’amour de la patrie ou sur le souvenir des lieux détruits 
ou transformés par le temps et les €vénements. 

D’autres poétes illustrent cette Epoque : Nguyén-cdng-Tru 
chante le bonheur de l’homme sans attache, la beauté de la na- 
ture, les charmes de la vie accordée avec celle des éléments. 
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Nguyén-Khuyén, dont les poemes empreints d’humour peint les 
états d’ame des lettrés écartelés entre l’action, le devoir civi- 
que et les exigences philosophiques. Cao-ba-Quat, rebelle a la 
dynastie des Nguyén et condamné a mort en 1854, était réputé 
de son vivant pour sa verve poétique et son ee caractere. 
Ses poemes toujours d’une haute envolée portent des traces d’un 
orgueil effréné; 4 la veille de sa mort, il trouvait encore des 
poemes cinglants pour exprimer son mépris a l’égard de ceux 
qui l’avaient condamné. 

Les principales ceuvres en “nOm” qui datent du XIXe siecle 
sont : le «<Nhi-thap-tu hi@u> (24 cas de piété filiale)de Ly- van- 
Phuc, recueil d’anecdotes empruntés au chinois, le «Luc Van 
Tién> de Nguyén-dinh-Chiéu, le <<Doan-truong Tan-thanh> 
(Nouvelle douloureuse) de Nguyén-Du. 

Le <Luc Van Tién> (nom de personnage) est un roman po- 
pulaire de 2.042 vers du métre 6-8. Il raconte l’odyssée d’un 
jeune homme , Luc Van Tién, qui, ayant terminé ses études, 
rentre chez lui avant de se présenter aux concours triennaux. 
En cours de route, le héros se battit contre des brigands et 
sauva des mains de ces derniers une jeune fille, assurément 
belle, du nom de Nguyét-Nga. Les deux jeunes gens se séparent. 
Luc Van Tién rentre dans son village natal, puis rend visite a 
sa fiancée. Il part ensuite pour la capitale, mais juste avant le 
jour de l’examen, apprend la nouvelle du décés de sa mére. Ses 
souffrances lui firent perdre la vue. Le jeune homme fut berné 
par son médecin, trompé par ses amis, et méprisé par les pa- 
rents de sa fiancée. Ces derniers le jeterent m@éme dans une 
caverne. Tién fut sauvé par des bons amis et soigné dans une 
pagode. Dans le méme temps, la jeune fille Nguyét-Nga, ayant 
repoussé les avances d’un mandarin a la Cour, fut, sur la pro- 
position de ce mandarin, envoyée en offrande 4 un roi voisin. 
La jeune fille voulut se noyer mais fut sauvé par des pécheurs 
qui l’installerent dans une pagode. Tién, grace a un reméde 
d’immortel, recouvra la vue, se présenta aux concours, fut recu 
premier docteur, regut une mission militaire qu’il accomplit 
avec éclat. Aprés avoir vaincu l’ennemi, il rencontra, sur le 
chemin du retour, la jeune fille Nguyét-Nga. Luc Van Tién re- 
gagna ensuite la capitale ou le roi abdiqua en faveur du jeune 
héros qui connut gloire, richesses, bonheur. 

L’auteur de ce roman, Nguyén-dinh-Chiéu, était né a Saigon 
en 1825, il fut recu bachelier en 1843, mais devint aveugle quel- 
ques années plus tard. Malgre son infirmité, il se fit maitre 
d’école , il avait composé le <<Luc Van Tién> dans le but d’en- 
seigner sous une forme attrayante les régles d’une vie droite a 
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ses disciples et aux membres da sa famille. Il mourut en 1885, 
laissant outre ce petit chef-d’oeuvre quantité d’autres poémes. 

Mais le chef-d’ceuvre incontesté de toute la littérature viet- 
namienne reste le <Doan-truong tan-thanh> (Nouvelle doulou- 
reuse), connu encore sous le titre de «Kim Van Kiéu>, (noms 
des trois principaux personnages). Ce vaste poeme de 3.254 
vers de 6-8, est l’ceuvre de Nguyén-Du (1765-1820) qui en a 
emprunté le theme a un roman chinois. Le <Kim Van Kieu> 
nous rapporte l’histoire de Kiéu, jeune fille de bonne famille, 
belle, douée de nombreux talents, poéte autant que musicienne, 
qui s’est liée d’amour a Kim, alors étudiant. Au moment ou 
celui-ci est rappelé dans son village pour le deuil d’un parent, 
le pere de Kiéu, a la suite de dénonciations calomnieuses, se 
trouva impliqué dans une affaire déshonorante. Pour s’en sor- 
tir, il suffisait d’avoir de l’argent. Kieu accepta de se vendre 
afin de racheter son pere et demanda 4 Van, sa soeur, d’épouser 
Kim a sa place. Elle méne dépuis lors, et cela durant quinze 
ans, une miserable vie de prostituée, mais le souvenir du fiancé 
aimé ne la quitte jamais. Apres de nombreux déboires, Kiéu 
éprouve le dégotit d’elle-méme et de la vie. Elle se jette dans 
un fleuve mais est sauvée a temps. Le hasard la rameéne sur le 
chemin de Kim qui l’a toujours recherchée. Kiéu retrouve toute 
sa famille. Sur les instances de celle-ci, et se rendant aux pri- 
éres de son ancien fiancé, Ki@u, tenue par son serment de jadis, 
accepte la célébration de son mariage avec Kim, mais refusera 
Vunion charnelle, déclarant vouloir “conserver le peu de vir- 
ginité qui lui reste”. Banale histoire d’amour, certes, mais le 
génie de Nguyén-Du en a fait un magnifique poéme ou les pay- 
sages aussi bien que les sentiments sont peints avec beaucoup 
de finesse et de bonheur. Le rythme de ses vers varie selon la 
nature des récits, le souffle poétique se maintient d’un bout a 
Vautre de l’ouvrage, envotitant presque le lecteur soumis au 
charme des assonances heureuses et des images €minemment 
évocatrices. Voici la traduction par René Crayssac du passage 
ou Kiéu jouait de la lyre en présence de son amant : 


Enfin, cette chanson sublime, la derniére : 

La belle Trieu Quang qui passe la frontiére, 

Pour son prince brilant d’un trés fidéle amour 

Et, du fond de son coeur, songeant aux siens toujours, 
Brillants et clairs, les sons éclataient par espaces, 
Comme les cris d’un vol de cigognes qui passe, 

Ou bien s’assourdissaient en un murmure incertain 
Tel le chant d’un ruisseau qui bruit au lointain... 
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Tantot s’alanguissait la chanson presque éteinte, 
Pareille au vent qui roulé au dehors sa complainte, 
Tant6t se précipitait, torrentiel, 

Comme la pluie 4 flots pressés tombant du ciel... 
La lampe tour 4 tour trés vive et vacillante, 
Soulignait ses accents de sa clarté tremblante... 


A travers l’ceuvre littéraire, la sensibilité profonde de Ngu- 
yén-Du a confié ses propres états d’A4me. Nguyén-Du n’avait 
emprunté l’anecdote que pour mieux exprimer son propre dra- 
me. L’auteur était issu d’une famille illustre de mandarins et 
de lettrés du Nord-Annam. I! devini, lui aussi, mandarin sous 
la dynastie des Lé, dont le pouvoir fut miné a la longue par l’u- 
surpation des seigneurs Trinh. La faction politique des Tay-Son 
élimina 4 son tour les Trinh, et le dernier rejeton des rois Lé 
dut s’enfuir en Chine. Nguyén-Du, attaché comme ses freres a 
la dynastie des Lé, voulut rejoindre son monarque. N’ayant pu 
le faire 4 temps, il rentra chez sa belle famille et organisa un 
mouvement d’opposition aux Tay-son. Cette tentative se heurta 
a de nombreuses difficultés. Nguyén-Du fut oblige de regagner 
son village natal. Il congut le dessein d’aller servir Nguyén- 
Arh (le futur empereur Gia-Long, fondateur de la dynastie des 
Nguyen qui régnera jusqu’en 1945) afin de chasser les Tay-son, 
toujours avec l’arriére-pensée de restaurer ensuite les Lé. 
Les Tay-son, informés de cette tentative, arrétérent Nguyén- 
Du qui, relache plusieurs mois apres, se décida alors de mener 
une vie d’honnéte citoyen, éloignée de toute préoccupation po- 
litique. En 1802, Nguyén-Anh, ayant réduit les Tay-son et unifié 
le royaume, prit le pouvoir. Tous les anciens serviteurs des 
Le furent rappelés au service par la nouvelle dynastie. Pres- 
senti de fagon toute speciale, Nguyén-Du ne put refuser : toute 
sa famille et lui-méme étaient trop compromis dans |’effort de 
restauration de la coironne légitimiste pour qu’un refus d’o- 
béissance pit @tre pardonne. A contre-cceur , Nguyén-Du ac- 
cepta et mena jusqu’a sa mort une vie triste. 

L’éthique de la société vietnamienne était dominée par le 
souci de pureté (au moins formelle) : la régle d’honneur voulait 
qu’un homme ne connat pas deux rois, une femme deux époux. 
Ce parallélisme facilitait l’analogie empruntée par Nguyén-Du 
qui en voulant peindre la conscience tourmentée d’un sujet in- 
digne, traitre 4 son roi, s’était contenté d’évoquer les tribula- 
tions d’une prostituee. C’est donc l’aveu d’une faute et la re- 
cherche d’une justification sinon d’une consolation que Nguyén- 
Du confia 4 son poeme. (Nous nous permettons de renvoyer 
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ceux de nos lecteurs qu’intéresserait ce détail A notre étude ‘La 
conscience malheureuse chez Nguyén-Duw’ parue dans la revue 
<<France-Asie> (Saigon), juillet 1949). 

L’ceuvre de Nguyén-Du fut pendant un certain temps mal 
comprise. Les puristes trouvérent le poeme immoral et vul- 
gaire, le bas peuple s’en servait comme d’un recueil de pré- 
dictions. I] existe plusieurs traductions en francais du «Kim 
Van Kiéu> de Nguyén-Du : celles d’Abel des Michels, en 3 vol. 
Paris 1884-1885, de L. Masse, Paris, 1926, de R. Crayssac, en 
vers frangais, Hanoi, 1926, de Nguyén-van-Vinh, Hanoi, 1940. 

D’autres ceuvres du XIX© siécle, considérées comme mineu- 
res, sont restées anonymes. Les plus connues sont : 

(a) Le «Trinh Thu» (Le Rat fidéle), fable en vers d’une 
composition fort lourde dont se sert l’auteur pour montrer le 
chemin du bien et du mal, (b) le<<Luc Suc tranh céng> (Six Ani- 
maux Se disputant le mérite), autre fable en vers, (c) le <Phan 
Tran> (noms de personnages), roman d’amour ou |’on retrouve 
avec quelques variantes, l’éternelle histoire de jeunes gens, 
séparés d’abord par divers malheurs et qui se trouveront en- 
Suite réunis, (d) le «Bich cdéu ky ngO»> (La Rencontre au pays 
de Bich cau), également en vers 6-8, ce roman raconte l’his- 
toire d’un lettré quirencontra une fée et la suivit dans le royau- 
me des immortels, laissant sur terre lVenfant issu de leur 
union, (e) le <Nhi DO Mai» (Le Prunier deux fois fleuri) dont 
le theme est emprunté 4 la littérature chinoise, exalte les ver- 
tus de piété filiale et de fidélité, (f) le «Quan Am Thi-kinh> 
(nom de personnage), fiction en vers de 6-8, d’inspiration boud- 
dhique. 

Ces romans ajoutés a beaucoup d’autres, n’ont plus qu’une 
valeur documentaire, étant donné la banalité des sujets, la pau- 
vreté du style, la négligence du rythme. Mais cette littérature 
“rose” a cependant amusé des générations d’A4mes simples qui 
y trouvaient la confirmation de leurs croyances, un royaume 
d’évasion en dehors des réalités quotidiennes toujours déce- 
vantes et souvent injustifi¢es. Notons aussi que pour transcrire 
ou é€crire ces nouvelles et romans, nos auteurs se servaient 
généralement des vers au lieu de la prose. Le jeu des asso- 
nances se préte en effet 4 l’incantation, a l’éveil des émotions. 
On retrouvera cette nostalgie du rythme et de la rime tout com- 
me le souci des analogies littéraires et des préceptes moraux 
dans la prose qu’écriront au siécle suivant les auteurs encore 
imbus de lettres chinoises. On peut encore imputer ce fait au 
mode de transmission des écrits. La presse étant fort peu ré- 
pandue, bien que l’usage des clichés en bois remonte au début 
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du XII€ siécle, et que l’introduction de l’imprimerie par les 
procédés utilisés en Chine date de 1459, la plupart des ceuvres 
fut colportée par les troubadours, métier qui existe encore de 
nos jours et qui est réservée aux aveugles. 

Les danses et la musique ont existe au Vietnam, depuis ses 
origines sous une forme trés primitive. Ce fut vers le XII¢ 
siécle que le théatre prit naissance, grace aux troupes venues 
de Chine, et 4 l’influence de la musique des Chams, au lende- 
main des victoires guerrieres du Vietnam sur le Champa, pays 
situé 4 cette époque au sud de l’actuelle ville de Tourane. Une 
chanteuse célébre, Dao-thi, fut remarquée et primée par |’em- 
pereur Ly-thai-To, c’est l’ancétre des chanteuses “A-Dao”, 
réputées au Tonkin pour leurs connaissances littéraires et 
méme pour leurs talents d’improvisations poétiques. En 1285, 
au cours d’un combat victorieux avec les troupes mongoles 
venues envahir notre pays, les Vietnamiens ont pu constituer 
prisonnier unacteur chinois grace auquel fut fondée la premiere 
troupe théatrale de Cour. Les mandarins envoyerent leurs 
serviteurs apprendre le métier d’acteur auprés du prisonnier 
chinois qui contribua ainsi au développement de notre théatre 
classique. Celui-ci ne différa du theatre chinois que par la 
prononciation vietnamienne des textes, l’adjonction d’airs em- 
pruntés a la musique chame, l’addition de réparties en “ndm”. 
Mais le répertoire, le maquillage, la mimique étaient communs 
aux deux theatres. Les sujets étaient d’ordinaire empruntés 
aux histoires romancées chinoises. Les tragédies les plus 
gottées encore actuellement sont : la reine Dac-Ky apprenant 
la guitare avec Ba-Ap Khao, le guerrier Du-Nhuong battant la 
robe aux dragons, le général Tiét-nhan-Quy guerroyant dans 
l'Est, la triple victoire sur le royaume de T’ang, les trois fré- 
res combattant avec Lu-Bo, le Chemin de Hué-Dung. 


E. La littérature en langue nationale. 


A partir du XVII©& siecle, la graphie démotique céda peu a 
peu la place aux caracteéres latins constituant ce qu’on a coutume 
d’appeler improprement le “quéc-ngu” (langue nationale), Les 
premiers livres imprimés en “quéc-ngu”, en particulier le 
<<Dictionnaire annamite-portugais-latin> du Pere Alexandre de 
Rhodes , furent imprimés vers 1651. L’emploi du “qudc-ngu” 
fut généralisé d’abord en Cochinchine (Sud-Vietnam) depuis son 
occupation par les Frangais. Cette fraction du domaine na- 
tional, étant devenue colonie en 1867, l’enseignement des carac- 
teres chinois fut vite délaissé. Les Cochinchinois se mirent au 
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frangais et au “quéc-ngu”. Deux noms illustrérent cette pério- 
de : Paulus Cua et Petrus Truong-vinh-Ky. 

Paulus Cua (1834-1907) laisse divers ouvrages de vulgari- 
sation dont un <Dictionnaire annamite> et le <Chuyén giai 
budn> (Histoires amusantes). 

Truong-vinh-Ky (1837-1898) fut le premier journaliste viet- 
namien avec le <Gia-dinh Bao» (Journal de Cochinchine), fondé 
en 1865. Il était l’auteur d’un grand nombre d’ouvrages des 
plus divers, dont une «Grammaire de la langue annamite>, un 
<<Dictionnaire frangais-annamite>, un <Cours d’histoire anna- 
mite>, des traductions d’ceuvres classiques chinoises et des 
transcriptions en “quéc-ngu” des poémes du <Kim Van Kiéu> 
et du <Luc Van Tién>>. Connaissant plusieurs langues étran- 
géres, trés érudit, il s’était assigné le réle d’initier son peuple 
a la civilisation occidentale. Dans une lettre demeurée inédite, 
adressée a un correspondant frangais, (citée par Louis Malle- 
ret, <L’Exotisme indochinois dans la littérature francaise de- 
puis 1860>, Paris, Larose, 1934), Truong-vinh-Ky avait écrit : 


Nous autres, dans l’Annam, nous nous adonnons a 
l’étude de la littérature et lorsque la domination fran- 
gaise a succédé a la domination annamite, j’étais 4 ce 
moment trop a4gé et trop dénué de ces livres dans les- 
quels apparait toute la splendeur de la science et de la 
civilisation moderne pour entreprendre une pareille 
étude. Je ne pouvais, et tel a eté l’effort constant de 
ma vie, que servir d’intermédiaire entre les deux peu- 
ples qui venaient de se rencontrer en Cochinchine. Je 
ne pouvais que permettre 4 ces deux peuples de se 
comprendre et de s’aimer, aussi ai-je continuellement 
traduit de l’annamite en frangais et du frangais en an- 
namite, persuadé que, derriére la langue, derriére les 
mots passeraient un jour les idées et bientot pour nous 
l’initiation a4 votre civilisation. 

Vers cette époque, un savant du nom de Nguyén-truong-To 
présenta a la Cour d’Annam, entre autres voeux, celui de voir 
adopter le “quéc-ngu” comme langue officielle, mais personne 
ne retint ses suggestions, sans doute parce que Nguyén-truong- 
To était catholique, et parce que les caractéres chinois de- 
meuraient une idole pour les lettrés et les mandarins rivés a 
leurs priviléges. Sans attendre les décisions impériales, des 
écrivains du Nord, Pham-duy-Ton, Nguyén-ba-Hoc, Dao-nguyén- 
Pho, Phan-ké-Binh, imiterent leurs compatriotes du Sud en 
employant le “quéc-ngu” dans leurs livres et leurs ecrits. 
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L’importance de l’enseignement en “qudc-ngu” et des connais- 
sances nouvelles retint l’attention des patriotes du groupe po- 
litique “Do6ng-kinh nghia-thuc”. Supprimer la graphie démoti- 
que, apprendre le “quéc-ngu”, ouvrir des écoles modernes, 
encourager les études a l’étranger, traduire les livres scienti- 
fiques, tels furent les principaux points de leur programme. Et 
dans un factum circulant au Tonkin au début du XX® siecle, le 
célébre révolutionnaire Phan-bdi-Chau, de Tokio, ou il s’était 
réfugié, écrivit ainsi a ses compatriotes : 


Si nos nationaux sont maltraités, opprimés comme 
ils le sont actuellement, c’est parce que, ne s’abandon- 
nant pas 4 l’etude, ils ne sont pas instruits et aussi in- 
telligents que ceux des autres nations ; c’est ainsi que 
nous avons perdu notre royaume qui a une étendue de 
vingt-six millions trois mille stades, et qui est, par 
conséquent, plus vaste que le Japon d’autrefois qui ne 
s’était pas encore instruit et qui n’avait pas rompu 
avec la routine (...). Les Japonais ont renoncé a leurs 
vieilles coutumes en adoptant la voie du progres ; ils 
ont créé des écoles pour enseigner les fils du peuple 
afin de leur ouvrir l’intelligence, leur enseigner le de- 
voir et le courage en les stimulant pour qu’ils devien- 
nent de plus en plus forts. Si nouS sommes ainsi fai- 
bles, c’est parce que nous ne sommes pas instruits. 
(<<Bull. du Comite de l’Asie frangaise>, 1906, p. 304). 


En 1906, l’administration francaise au Tonkin institua un 
Conseil de perfectionnement de l’enseignement, le “qu6c-ngu” 
fut enseigne dans les écoles comme matiére secondaire. En 
1908, la Cour d’Annam créa le Ministére de 1’Instruction destiné 
a l’application des nouveaux programmes. II a fallu attendre 
jusqu’en 1915 et 1919, pour que le Gouvernement se résoltt 4 
supprimer successivement au Tonkin et en Annam les concours 
triennaux, soutien véritablement efficace de l’enseignement tra- 
ditionnel. La culture vietnamienne changea résolument d’o- 
rientation. Pour savoir avec quelle avidité les Vietnamiens 
s’intéressérent 4 la culture nouvelle il suffit de noter le rapide 
développement de la presse 4 laquelle on attribuait un role 
d’éducation et non d’information. Le premier journal en date 
fut le <Gia-dinh Bao>, organe gouvernemental auquel collabo- 
rérent Paulus Cua et Truong-vinh-Ky. D’autres journaux dus a 
l'initiative privée furent fondés dés 1900 qui se bornérent pour- 
tant a la diffusion des actes officiels et des avis au public. Par 
la suite, et bien que la liberté de la presse telle qu’on la concoit 
en Europe ou en Amérique n’ett jamais été étendue 4 la presse 
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de langue vietnamienne (a quelques rares exceptions prés, no- 
tamment sous le gouvernement Front Populaire frangais), quel- 
ques journaux, le <Luc-Tinh Tan-vain> (i910), le <Trung-Bac 
Tan-van> (1915), le <Huu-Thanh> (1921), le «Trung Lap» 
(1923), le <Tiéng-Dan> (1927), pour ne citer que les plus con- 
nus, se mirent a publier, avec le visa de la censure, des édito- 
riaux, poémes, articles de critique, nouvelles. Etant donné la 
naissance tardive de l’édition au Vietnam, la presse contenait 
ainsi la majeure production littéraire du début du siécle. Le 
respect traditionnel pour les lettres, la croyance entiére dans 
les €crits, dans l’imprimé, suscitaient chez nos auteurs beau- 
coup de scrupules que ne possédent pas maints de nos écrivains 
modernes, Tous ceux qui tenaient une plume, se sentaient “en- 
gages”, charges d’une mission, celle d’instruire et d’éduquer le 
peuple. Le journaliste remplacait le maitre d’école. Aussi, ne 
doit-on pas s’étonner de retrouver dans nos vieilles publica- 
tions , tant de longueur, de prétention, de souci de style, de 
didactisme. Méme dans la littérature d’imagination, survivait 
le moralisme des fictions anciennes, car l'on tenait a tout prix 
a enseigner quelque chose. 

Ayant pris conscience de l'ignorance générale du pays, en 
dépit du vernis fort reluisant de culture traditionnelle qui le re- 
couvre, les intellectuels formés 4a la nouvelle école se groupeé- 
rent autour d’innombrables revues afin de propager les nouveaux 
modes de penser et de sentir, les sciences et les techniques 
aussi bien que les idées politiques ou sociales qu’ils avaient pu 
apprendre soit directement des maitres ou des livres frangais, 
soit par la voie des traductions chinoises ou japonaises. Les 
ceuvres de création furent encore rares, car on était plus ou 
moins ébloui par l’éclat des nouveautés découvertes ou entre- 
vues et la pudeur retenait tous ceux qui étaient capables de 
concevoir et réaliser une ceuvre personnelle. Parmi les intel- 
lectuels qui contribuérent le plus 4 l’illustration de la langue 
vietnamienne et 4 la diffusion de la culture occidentale, a la 
suite des Paulus Cua et Truong-vinh-Ky, il y eut Nguyén-van- 
Vinh et Pham-Quynh. 

Nguyén-van-Vinh (mort en 1936) a fondé en 1913 le <Dong- 
Duong Tap-chi>> (Revue indochinoise). Il a traduit des «Fa- 
bles> de la Fontaine, <<Manon Lescaut>>, <Gil Blas de Santil- 
lane», <<Les Trois Mousquetaires>, <Les Misérables>, etc. 
Il fonda aussi le journal «<L’Annam Nouveau» et fut un des 
meilleurs publicistes de langue frangaise. 

Pham-Quynh (mort en 1945) créa en 1917 la revue <Nam- 
Phong>> (Vent du Sud) comportant une partie en “quoc-ngu” et 
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deux suppléments en chinois et en frangais. La revue est ency- 
clopédique et publie des études-de choix sur la culture extréme- 
orientale, la culture européenne, les biographies des grands 
hommes , des monographies historiques et géographiques, des 
critiques de livres et des idées de l’étranger. Elle donne peu 
de place 4 la poésie et 4 la littérature romanesque. Grace a sa 
célébrité, le <<Nam Phong>> groupa beaucoup d’écrivains de 
mérite dont les ceuvres qui y étaient publiées n’ont pas perdu 
méme a présent de leur valeur. La revue cessa de paraitre en 
1934, une année aprés que Pham-Quynh fut devenu Ministre a la 
Cour d’Annam. Outre ses travaux épars dans le <Nam-Phong>, 
Pham-Quynh laisse une ceuvre considérable comprenant des 
études sur Montesquieu, Voltaire, Rousseau, la politique en 
France, un essai sur la civilisation, une histoire du progrés de 
V’humanité, l’idéal du sage dans la doctrine confucéenne, essai 
sur le bouddhisme, etc. Quelques-uns de ses articles en fran- 
cais ont été réunis en deux volumes sous le titre de «<Essais 
franco-annamites>. 

Parmi cette génération d’ainés, on peut encore citer, comme 
vulgarisateurs, les noms de Phan-ké-Binh, auteur d’une étude 
sur la litterature sino-vietnamienne, Nguyén-huu-Tién, traduc- 
teur d’ceuvres chinoises, Nguyén-van-TO, ancien assistant a 
VEcole Frangaise d’Extréme-Orient, auteur de nombreux arti- 
cles de critique et d’érudition, Tran-trong-Kim, auteur de <Nho 
Giao> (La Doctrine des lettrés), traducteur de poémes chinois, 
Le-Du, Bui-Ky, comme poéetes, Nguyén-khac-Hiéu (1889-1939), 
Tran-tuan-Khai, célébre pour ses poemes patriotiques, Dong- 
H6, pour ses poeémes romantiques, comme romanciers Ho-biéu- 
Chanh, auteur d’adaptations de romans de Dumas, Phu-Duc, 
spécialiste de romans policiers. 

Le contact des Vietnamiens avec les idées occidentales ne 
s’était pas produit sans heurt et sans drame. Les lettrés imbus 
de confucianisme ne voyaient pas sans une certaine méfiance ou 
inquiétude les tendances encore assez imprécises de la pensée 
nouvelle, Un courant anti-moderne essaya de lutter contre l’in- 
vasion des moeurs et des idées “barbares”. Les lettrés de la 
vieille €cole avaient beau jeu en se basant sur 1’éthique de la 
cité harmonieuse telle que la révaient Confucius et ses disciples 
pour critiquer les formes abatardies ou puériles de la civilisa- 
tion d’occident. Ils crierent trés vite 4 la désagrégation de la 
famille, au déréglement de la vie sociale, qui semblaient mettre 
en danger l’humanité entiére. Il y avait certes de la part d’une 
certaine jeunesse, une assimilation hative, une interprétation 
souvent erronée des valeurs occidentales : Vindividu, jusqu’ici 
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ignoré des catégories traditionnelles, trouve les occasions pro- 
pices de se libérer, de satisfaire en premier lieu ses tendances 
égoistes qu’avait su dompter le formalisme impérieux des rites 
familiaux et sociaux, La littérature porte la trace de tous ces 
conflits qui surgissent en méme temps que ceux qui opposent le 
patriote vietnamien au conquérant, a l’étranger. A coté de la 
littérature de révolte politique pour ne pas parler encore de 
doctrine révolutionnaire, une littérature romantique va naitre 
et prospérer, sans nul doute fort critiquée par le public lettré 
mais qui trouve plus de moyens de s’exprimer que le premier 
genre d’écrits. 

1925 marque l’avénement de la période romantique dans la 
littérature vietnamienne contemporaine. Sans doute bien avant ‘ 
et l’on se souvient de la teneur de certains romans classiques 
en “nOm”, quelques traductions de romans chinois avaient déja 
initié la jeunesse au roman passionnel, mais la parution en 1925 
du petit roman <TO Tam» (nom de personnage) de Hoang-ngoc- 
Phach, alors jeune professeur, fut une sorte de déclaration de 
guerre de la jeunesse aux traditions morales et sociales qui 
V’empéchaient de vivre comme elle l’entendait. <Tod Tam> est 
une Simple histoire d’amour de deux jeunes gens non plus sépa- 
rés par les vicissitudes de la vie mais par les parents qui vou- 
laient imposer le mariage de leur choix. La jeune fille, tout en 
cédant a la volonté familiale, se laissera mourir de douleur et 
de chagrin. <TO Tam» n’aurait pas eu autant de succes, étant 
donné sa valeur littéraire moyenne, si des jeunes gens n’avaient 
voulu vivre effectivement comme les personnages du roman, et 
ne s’étaient suicidés en assez grand nombre dans les lacs de 
Hanoi, pour échapper 4 des mariages forcés. 

C’ était autour de ces années 25 précédant les révoltes san- 
glantes et si durement réprimées du Tonkin que pritde l’ampleur 
le mouvement révolutionnaire nationaliste, soutenu par Phan- 
boi-Chau et Phan-chau-Trinh, également écrivains et journa- 
listes de talent. La littérature révolutionnaire fut surtout une 
littérature clandestine. Sous le manteau circulait pourtant une 
oeuvre abondante, manuscrite ou polycopiée, alimentée par des 
traductions de Rousseau, Montesquieu, Leang Ki Tchao, des 
écrits sur Sun Yat Sen, Gandhi, Lénine, des critiques sur le 
colonialisme, le mandarinat, la monarchie. 

La presse légale connut de grands noms tels que Huynh- 
thuc-Khang, Diép-van-Ky, Bui-thé-My, Phan-Khoi, Dao-trinh- 
Nhat, Nguyén-thi-Kiém, sans parler de Nguyén-an-Ninh, Phan- 
van-Truong, Bui-quang-Chieu, Nguyen-phan-Long qui propa- 
geaient leurs idées politiques dans des journaux de langue 
francaise. 
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En 1929, Hoang-tich-Chu et ses amis, rentrés de France, 
lancérent une nouvelle formule de journal, copiée d’apres les 
grands quotidiens parisiens. La présentation typographique, la 
mise en pages devinrent plus attrayantes, et on ne trouva pas 
dans leur journal des articles longs de plusieurs colonnes, si 
chers aux premiers journalistes. Hoang-tich-Chu inventa lui- 
meme “son” style, fait de phrases courtes, avec des mots sim- 
ples. Il introduisit le bon usage de la ponctuation, du discours 
direct dans les récits. I] contribua ainsi pour une bonne part au 
perfectionnement de notre langue. 

La presse et la littérature recurent une nouvelle poussée a 
partir de 1932, grace au groupe littéraire “Tu-Luc” de Hanoi, 
dirigé par Nguyén-tuong-Tam, €crivain de talent et organisateur 
émérite. L’entrée éclatante du groupe se fit grace au journal 
<<Phong-Hoa>> (Moeurs), devenu en 1935 le <Ngay Nay> (Au- 
jourd’hui) qui mena, avec des dessins, propos, poémes satiri- 
ques, une lutte acharnée contre les moeurs sociales désuétes, 
contre l’esprit rétrograde, contre la corruption et l’incapacité 
du régime mandarinal. Le groupe s’engagea aussi dans l’action 
sociale grace a des entreprises de lutte contre l’analphabétisme 
et le taudis. Le groupe eut sa propre maison d’édition et en 
l’espace d’une dizaine d’années, lanca une pléiade de bons écri- 
vains : les romanciers Khai-Hung, Nhat-Linh, (pseudonyme de 
Nguyén-tuong-Tam), Thé-Lu, Tran-Tiéu, Dd-duc-Thu, Thach- 
Lam, Nguyén-Hong, Thanh-Tinh, les poetes Thé-Lu, Xuan-Diéu, 
Tu-Mo, Anh-Tho, le dramaturge Doan-phu-Tu, les essayistes 
Hoang-Dao, Thach-Lam, 

Le groupe “Tu-Luc” réagit efficacement contre 1’emploi 
abusif des termes sino-vietnamiens, des réminiscences litté- 
raires, des citations plus ou moins pompeuses, contre le souci 
du parallélisme destermes et des idées et dujeu des assonances 
dans la prose. Il] soutint, en prose le style clair, sobre et en 
poésie, le vers libre et les themes dégagés de l’inspiration tra- 
ditionnelle. La phrase vietnamienne subit sans conteste l’influ- 
ence de la phrase frangaise, elle gagna en ordre et en précision. 
Sans doute la production de ce groupe s’intéressait-elle trop 
aux milieux bourgeois, et comportait-elle pas mal de romantis- 
me, mais constitue dans l’ensemble une ceuvre de valeur par 
le sérieux de sa facture et la richesse et la justesse de ses 
analyses, Le public accueillit avec enthousiasme les livres de 
ce groupe, et la lutte contre les mauvaises traditions, la défense 
de l’individu sinon de la personne qu’ils préconisaient, trou- 
vaient dans tout le pays des échos favorables. Les quelques 
idées, souvent assez simplistes qui circulaient a travers la 
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presse et les ouvrages du groupe “Tu-Luc” n’étaient pas sans 
influencer sur l’esprit public vietnamien, préparé déja par d’au- 
tres voies 4 la conquéte de l’indépendance et de la liberté. 

Nguyén-tuong-Tam, qui devint plus tard un des leaders du 
mouvement révolutionnaire nationaliste et qui fut en un temps 
ministre des Affaires Etrangéres du gouvernement Ho-chi-Minh, 
a fait des études scientifiques en France. Il a donné deux livres 
de nouvelles <Nho Phong> (nom de personnage) en 1920 et 
<<Nguoi quay to> (La Fileuse) en 1927 mais qui sont restés in- 
apercus. Les romans qu’il publia ensuite : <Doan Tuyét> 
(Rupture) en 1935, <Toi Tam» (Obscurité) (1936), <Anh phai 
sdng> (Tu dois vivre) (1937), etc., l’avaient placé au premier 
rang des romanciers contemporains. On peut déceler dans 
l’ceuvre de Nguyén-tuong-Tam comme dans celle des écrivains 
de sa génération l’influence des auteurs d’Occident. Comme 
épigraphe a une de ses nouvelles, Nguyén-tuong-Tam a mis par 
exemple “Ne cesse point de te persuader qu’elle pourrait é@tre 
plus belle, la vie , la tienne et celle des autres” alors que André 
Gide écrivit quelque part “En verité, le bonheur qui prend élan 
sur la misére, je n’en veux pas. Une richesse qui prive un au- 
tre, je n’en veux pas”. Nguyén-tuong-Tam était comme beau- 
coup d’autres auteurs, angoissé par le malheur et les souffran- 
ces de ses compatriotes. Ses ceuvres littéraires et sa carriére 
politique l’attestent. I] faisait donc partager a ses personnages 
son état d’ame, ses ambitions et ses espérances. 


Doan (nom de personnage) ne se sentit jamais si 
seul. Tous ceux qu’auparavant il avait aimés, parents, 
soeurs, avaient fini par disparaitre. L’art, ce dernier 
compagnon qui en toutes circonstances l’avait console, 
l’abandonnait également. Il ne savait plus ce qui lui 
restait. Il ignorait ce qui pouvait le retenir encore a 
la vie (...)Doan pensa qu’il n’avait pas le droit de fuir. 
Il devait vivre la, sa vie enfoncée dans le milieu envi- 
ronnant, comme un corps plongé dans de la boue infec- 
te. Les miséres de son entourage seraient justement 
sa raison d’étre (...) Tout ce peuple est bien miséra- 
ble, et se repait dans les ténébres de sa misére parce 
que personne n’a songé a l’éclairer, parce que person- 
ne n’a voulu lui redonner le gofit d'une vie meilleure. 
Doan reconnut son tort d’avoir éperdiment cherche la 
lumiere au faite des paillotes sans s’@tre soucié des 
humbles vies tournoyant a l’intérieur. L’art, avec son 
but de rechercher la beaute, de rendre la vie humaine 
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plus belle, était pour lui 4a ce moment une cruelle iro- 
nie. x 


Moins intellectuels que les livres de Nguyén-tuong-Tam, les 
romans de Khai-Hung furent plus appréciés que les premiers 
par leur style plein de charme. <<HOn buom mo tién> (L’Ame 
du papillon révant du monde des immortels), paru en 1933, fut 
certes son chef-d’ceuvre. D’autres romans de Khai-Hung n’ont 
pas encore perdu de leur valeur : «Nua Chung Xuan> (A moitié 
de la vie), <Trong Mai> (Male et femelle), <Tiéu Son Trang 
Si> (Les Chevaliers de la pagode Tiéu Son), <Ganh hang hoa> 
(La Marchande de fleurs), etc. 

Parmi les poétes , Thé-Lu s’était distingué par des oeuvres 
d’une inspiration toute neuve. Xuan-Diéu et Huy-Can de leur 
cote adapterent des idées poétiques venues de l’occident. Tu- 
Mo excella dans la poésie satirique et fut ainsi le continuateur 
du célébre Tran-ké-Xuong. 

Alexemple du groupe Tu-Luc, d’autres chapelles littéraires 
s’étaient formées et révélérent aussi des romanciers de talent 
tels que Nguyén-cong-Hoan, Vu-trong-Phung, écrivains réali- 
stes, et le délicieux Nguyén-Tuan dont la veine poétique et l’hu- 
mour rajeunissent et vivifient les sujets les plus banals. Ngu- 
yen-Giang, fils de Nguyén-van-Vinh, continua l’ceuvre de vulga- 
risation de son pére en traduisant des poetes de 1l’Occident, 
<<Hamlet>, <Macbeth>, «Le Songe d’une nuit d’été> de Shake- 
speare. Il était aussi l’auteur d’un recueil de poémes et avait 
dans sa <Revue indochinoise> étudié longuement le probléme 
de l’expression au Vietnam. 

L’influence de la culture européenne, et en premier lieu 
francaise, s’exerga également de facon utile dans les ceuvres 
dramatiques, Le théatre classique dont nous avons déja parlé 4 
propos de la littérature en “ndm” fut bientot délaissé. Le pu- 
blic évolué s’intéressa 4 une autre forme de théatre, tenant de 
l’operette, et dit “réenove”. Le répertoire de ce théatre fut as- 
sez abondant mais de valeur inégale. Quelques ceuvres, d’ail- 
leurs non éditées, de Nguyén-thanh-Chau, lui-méme acteur, 
furent tres applaudies. C’est plutdt dans le théAatre moderne 
appelé “kich” qui se rapproche du théatre francais que bon 
nombre d’auteurs donnérent des ceuvres d’une certaine tenue 
litteraire. Les pieces de Vi-huyén-Dac, Doan-phu-Tu, Vu-dinh- 
Long étaient parmi les mieux connues. 

Mentionnons aussi que vers l’€poque d’avant-guerre paru- 
rent les premiers ouvrages de critique, entre autres les essais 
littéraires de Thieu-Son, de Tran-thanh-Mai, une étude sur le 
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confucianisme par Dao-Duy-Anh (auteur d’un <Dictionnaire 
sino-vietnamien>, d’un <<Dictionnaire francgais-vietnamien> et 
de nombreux ouvrages d’érudition), une étude sur les auteurs 
vietnamiens contemporains par Vu-ngoc-Phan, des études sur 
le bouddhisme, sur Wang Yang Ming par Phan-van-Hum. 


Pendant les années de la seconde guerre mondiale, notre lit- 
térature traversa une période assez trouble et confuse, tout 
comme l'esprit de la population, partagé entre de nombreuses 
sollicitations politiques, sociales, artistiques, culturelles. L’ac- 
tivité littéraire serieusement contrdlée ne laissa pas d’ceuvres 
significatives . Trois revues se partageaient l’attention du pu- 
blic cultivé : le <<Khoa-Hoc> (Science), <Tri-Tan> (Initiation 
novatrice), <<Thanh-Nghi> (Opinion intégre), 

En janvier 1942 parut 4 Hanoi le premier numéro de la re- 
vue <<Khoa-Hoc> dont le but était d’intéresser le public ne li- 
sant pas les langues étrangéres 4a l’esprit et a l’esprit et 4 la 
méthode scientifiques, d’initier les vietnamiens habitués aux 
livres étrangers 4a la terminologie nationale, afin de contribuer 
a l’édification d’une culture nouvelle. La revue réunissait des 
docteurs, ingénieurs, professeurs agrégés, diplomés des grandes 
écoles de France dont le plus actif fut le professeur Hoang- 
xuan-Han, auteur de nombreux ouvrages en vietnamien, en par- 
ticulier du <<Danh-tu Khoa-hoc> (Vocabulaire scientifique). 

Le <«<Tri-Tan> dirigé par Nguyén-van-TO s’occupait des 
recherches historiques et des études extréme-orientales. Cette 
revue essayait de remettre en honneur les vertus familiales et 
civiques traditionnelles, de ressusciter le confucianisme ignoré 
ou dépassé et réagissait ainsi 4 la désagrégation des anciennes 
entités et au déracinement idéologique des individus. Hoang- 
Dao-Thuy, auteur de «Trai Nuoc Nam Lam Gi>> (Que doit faire 
la jeunesse du Vietnam) et <Nghé Thay> (Le Métier de chef) 
fut aussi un des apdtres du retour au confucianisme. 

Le <<Thanh-Nghi>> connut une audience plus large grace a la 
nouveauté et 4 la variété des sujets qu’il traita. Rédigeé par des 
intellectuels diplomés des grandes écoles de France ou de 1’ Uni- 
versité de Hanoi, groupés autour de Vu-dinh-Hoe, la revue 
embrassait aussi bien la littérature, l’art, que le droit, l’écono- 
mie politique, la sociologie. A coté des articles de critique et 
des monographies, on y trouvait des traductions de Faulkner, 
Somerset Maugham, Julien Green, Alain, etc. Dang-thai-Mai, 
auteur d’un essai sur la littérature y a donné la traduction des 
pieces de l’auteur chinois Tao Ngu. La revue «<Thanh-Nghi>> 
était appelée 4 jouer un grand role dans la culture vietnamienne, 
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dans l’ensemble elle tendait vers des réformes politiques et 
sociales, basées sur des principes democratiques et partant des 
institutions légales. Ces idées furent vite dépassées par les 
événements de 1945, coup de force japonais du 9 mars Suivi de 
l’insurrection nationale du 19 aoat. 

Une littérature clandestine, appuyée par la Ligue pour 1’In- 
dépendance du Viet-nam dite “Viet-Minh” esquissa un peu avant 
ces dates, les lignes générales d’un mouvement culturel marxis- 
te dont le mot d’ordre fut : Peuple, Science, Masse. Ce pro- 
gramme avait été appliqué ouvertement par la maison d’édition 
“Han-Thuyén” qui langa la collection <Tan Van-hoa> (La Nou- 
velle Culture) et la revue «Van Moi> (Lettres nouvelles). Mais 
un des livres publiés par ce groupe, l’essai de Nguyén-té-My 
sur insurrection des deux Soeurs Trung, fut un veritable scan- 
dale. Ce livre qui nia le patriotisme des célébres heroines 
vietnamiennes fut considéré comme un acte de trahison, et le 
groupe “Han-Thuyén” fut taxé par certains auteurs marxistes 
de troskysant. C’était dans la clandestinité que circulaient d’a- 
bord les poemes révolutionnaires de To-Huu, alors tenu en pri- 
son, poemes d’un souffle nouveau, empreints de révolte et d’in- 
dignation contre l’oppression et l’injustice pleins de sympathie 
et d’amour pour les humbles et les impuissants, et charges 
d’espérance et de foi dans l’avenir glorieux de la patrie. Voici 
la traduction d’un de ces poémes : 


Les Trois Voix 


Les sens de la vie sont dans trois voix : 

L’usine électrique qui rugit de ses cris pressants, 

La cloche de l'église qui, indifférente, chantonne, 

Et le gong de la prison qui jette ses notes implacables. 
Chaque voix donne son ton, 

Chaque ton trouve sa parole. 


La machine avertit : que ta sueur coule 
Ou que tes larmes bouillonnent, 

Ou que tes bras se lassent, 

N’importe, toute ta vie, 

Peine , peine encore, 

Peine sans répit, peine sans relache. 


La cloche conseille, molle et faible : 
Accepte les malheurs de ton existence 
Pour alléger et sauver ton ame, 

Le paradis est au bout de la résignation, 
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L’enfer par dela la haine et la vengeance. 

Oublie tout et laisse voler tes rires et joies au gré 
des vents. 

Et le gong de la prison menace:toi, reste tranquille, 

Baisse ta téte de vaincu rendu, 

Voici la muraille et la porte de la gedle, 

Voici les chaines, la cangue et le carcan, 

Et le canon du fusil et le fil de l’épée, 

Tu mourras, si tu oses vouloir vivre. 


Le succés de ces poémes ne cessa de grandir au lendemain 
de la constitution de la République Démocratique du Vietnam. 
Apres 1945, la littérature vietnamienne va connaitre d’autres 
tournants, produire d’autres ceuvres. I] est encore trop tot 
pour en parler. 


F, Littérature en langue francaise. 


Bien qu’elles soient volontairement ignorées des historiens 
de la littérature nationale, les quelques tentatives de littérature 
en langue francaise méritent cependant d’étre signalées ici 
brievement. Ona vu que des Vietnamiens des derniers siécles 
avaient adopté la langue chinoise écrite comme moyen d’ex- 
pression et ils avaient réussi a produire quelques chefs-d’ceuv- 
re. Le contact avec la France, avec sa pensée riche et pro- 
fonde, avec sa langue souple et précise, n’a pas laissé insensi- 
bles devant de telles ressources les intellectuels formés dés 
leur jeune age, et en bien des cas sur le sol frangais, par la 
culture francaise. Il s’est trouvé aussi que l’expression fran- 
caise a eu relativement plus de liberté que l’expression viet- 
namienne, qu’elle a certainement une portée plus grande que la 
langue nationale encore méconnue de 1’étranger, ce qui a incité 
des publicistes a présenter des revendications dans la langue 
de ceux qui pourraient mieux les entendre et des écrivains a 
chercher un public plus étendu. 

Pham-Quynh, Nguyén-van-Vinh, furent aprés Truong-vinh- 
Ky les premiers vietnamiens 4 se servir du frangais. Les noms 
de Nguyén-an-Ninh, qui dirigea le célébre journal <La Cloche 
félée>-, Phan-van-Truong, Bui-quang-Chieu, Nguyén-thé-Tru- 
yen, Nguyén-phan-Long, Ta-thu-Thau, Vu-dinh-Dy groupes au- 
tour de divers journaux, sont en téte d’une liste fort longue de 
journalistes de langue frangaise. D'autres générations leur ont 
succédé, qui produisirent d’innombrables articles, essais, con- 
tes, nouvelles, traductions, épars dans les différentes revues 
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d’Indochine dont les plus connues furent, outre les publications 
savantes («Bulletin de l’Ecoles Frangaise d’Extréme-Orient>, 
<<Bulletin des Amis du Vieux Hué>, «Bulletin de la Société des 
Etudes Indochinoises>), le <<Nam-Phong>>, la «Revue indo- 
chinoise>, <<Extréme-Asie>, «Est>>, <Les Cahiers de la Jeu- 
nesse>, le <<Mondme>, la <Torche>, etc., pour ne citer que 
celles d’avant 1945. 

Comme littérature d’imagination, Nguyén-phan-Long publia 
a Hanoi, le <<Roman de Melle Lys>> (Journal d’une jeune fille 
cochinchinoise moderne) ou il analysait l’influence de la culture 
nouvelle sur l’esprit des jeunes filles de ce temps. En 1932, il 
donna encore un recueil de nouvelles <Cannibales par persua- 
sion>. Avant lui, on parla déja des poémes de Nguyén-van- 
Xiem publiés en 1913 sous le titre «Mes Heures perdues>, des 
<<Souvenirs d’un étudiant>> de Nguyén-van-Nho (1920). Lé@-van- 
Phat donna en 1925 les «Contes et légendes du pays d’Annam»>. 
En 1930, Truong-dinh-Tri en collaboration avec De Teneuille 
publia 4 Paris <Ba Dam> (Madame la Frangaise) ou l’on trouve 
un jeune étudiant, retour de France, repris par les usages et 
croyances des hommes de sa patrie. Parmi les écrivains les 
plus marquants de la jeune génération, on peut citer Nguyén- 
tien-Lang, auteur de <JIndochine la douce> Pham-van-Ky, 
charmant poéte et romancier, auteur de «Une voix sur la voie>, 
<L’Homme de nulle part>, «Fréres de sang>, Pierre Do-Dinh, 
Hoang-xuan-Nhi, Nguyén-manh-Tuong, Pham-duy-Khiém. 

Pierre Do-Dinh, auteur d’une traduction de <La Porte 
étroite> (A. Gide) et de nombreuses études dans des revues de 
France et du Vietnam, a publié en 1937 (aux Editions des Ca- 
hiers de la Jeunesse, Nhatrang) un poeme intitulé <Le Grand 
Tranquille> ou il chante en vers admirables le débat intérieur 
d’un Vietnamien 4a la veille de sa conversion. 


O mon enfance, je me leve en moi, et debout je re- 
garde les étendues éperdues des collines 

Et la montagne fixe 

Et la-bas la géométrie implacable des riziéres, 

Et l’exhalaison de la vapeur matinale pleine de sens 

Dans la silencieuse oraison de chaque atome. 

Maintenant, sur les mémes collines de ma patrie et 
plus essentielles que celles-la, quel est “)’Etranger”, 
dont la grande enjambée a un pied dans le ciel du soir 

“Qui” marche comme s’Il ne sait ow aller, 

Comme II fit ascension du soir sur la croisée mys- 
térieuse de deux arbres de Gethsémani. 
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En 1939, M. Hoang-xuan-Nhi, auteur des <Plaintes d’une 
Chinh-Phu> a publié a Paris <Les Cahiers intimes de Heou- 
Tam>. A travers des souvenirs exquis d’une enfance et d’une 
adolescence douloureuses passées dans un pays pittoresque et 
pauvre (la terre du Vietnam), l’auteur veut affirmer la prédo- 
minance du coeur en Orient en méme temps que la foi qu’il 
nourrit pour cette valeur essentielle. Pour M. Hoang ~-xuan-Nhi, 
il semble que l’Europe serait allé trop loin dans le sens de 
Vintelligence. L’ Europe a oublié que l’homme a autre chose que 
l’intelligence : homme a le coeur. 

M. Nguyén-manh-Tuong a publié a Hanoi en 1937 deux es- 
Sais qui sont autant des confessions, 1’un intitulé <<Pierres de 
France>> chante la beauté des valeurs européennes appelées a 
jouer un grand role dans la construction de l’orient. C’est bien 
a tort qu’on avait reproché 4 M. Nguyén-manh-Tuong d’étre de 
ces “déracinés” lesquels pour avoir trop vécu en France ne 
trouvent plus d’intérét a leur propre patrie. Dans le second es- 
sai <<Sourires et larmes d’une jeunesse> l’auteur a bien mon- 
tré son désespoir et sa douleur de se sentir étranger 4 son 
peuple. Il a encore défendu, non sans raisons, la valeur de la 
culture et de l’ceuvre frangaises. Mais dans un article paru 
dans la <<Revue indochinoise>, Nguyén-manh-Tuong, s’était 
ecrie : 


Car nous avons changé. Nous avons vieilli, ou plus 
exactement nous étions devenus moins jeunes (...) 
Nous nous sommes enracinés dans notre milieu. Nous 
avons pris femme, nous engendrons des enfants. Les 
Enfants Prodigues ont fait amende honorable; ils sont 
revenus laver les pieds de leurs parents qu’ils ont mé- 


connus. 


M. Pham-duy-Khiém qui s’était engagé dans l’armée fran- 
caise en 1940 a rapporté de son aventure un petit livre <De 
Hanoi a la Courtine>. Il a donné ensuite les <<Legendes des 
Terres Sereines> et <<La Jeune Femme de Nam-Xuong>. Ces 
deux recueils de contes dont le fonds est tiré du folklore viet- 
namien doivent leur succés 4a la perfection du style de l’auteur, 
d’une pureté toute classique. 


L’inventaire forcément incomplet de la littérature du Viet- 
nam que nous venons de dresser montre déja l’ancienneté, 1’in- 
tensité et la diversité de la vie intellectuelle et sentimentale de 
notre peuple. Les hasards de l’histoire ont apporté au Vietnam, 
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tour 4 tour la culture chinoise et la culture occidentale. Suc- 
cessivement ou simultanément; les grands courants religieux 
de l’Asie sont venus imprégner 1’Ame naive d’un peuple né tra- 
vailleur et pacifique. En derniére date, le christianisme a fait 
découvrir a une fraction nullement négligeable de la population 
la notion de la personne humaine et le concept de liberté qui lui 
est lié. La méthode cartésienne, l’esprit scientifique, le maté- 
rialisme dialectique dispensent aussi de nouvelles valeurs qui 
commencent a prendre corps dans la littérature des derniéres 
générations. Les relations de plus en plus nombreuses avec les 
nations étrangéres, le partage de leurs inquiétudes et de leurs 
espeérances, permettent au peuple vietnamien d’effectuer les 
confrontations nécessaires et de situer de fagon exacte les be- 
soins ainsi que les possibilités d’une existence pleine et authen- 
tique. Le sentiment national et la volonté de vivre du peuple 
vietnamien sont plus que des réalités, ce sont des forces qu’il 
convient aux non-vietnamiens de ne pas négliger. La langue 
vietnamienne tend de plus en plus a son unification et de multi- 
ples travaux, publiés ou encore inédits, concourent 4 son en- 
richissement, lui permettent -d’assumer son role de langue de 
culture que les différentes dominations étrangéres lui avaient 
jusqu’ici refusé. Mais il faudra sans doute attendre le retour 
de la liberté et de la paix dans le pays, l’installation définitive 
des principes démocratiques dans sa vie politique et sociale, 
pour que puisse s'’élaborer une nouvelle Renaissance Vietna- 
mienne, pour que puissent surgir le poéte, le philosophe, le ro- 
mancier, dont tant de générations de scribes et de lettrés pré- 
parent et appellent la venue, et qui pourront, a l’égal des grands 
noms, de Tchouang Tseu, Platon ou Dostofewsky, apporter la 
part essentiellement vietnamienne mais universellement valable 
a l'oeuvre creatrice et commune des hommes. 


THE ROMANTIC REVOLUTION 
AND THE 
INDUSTRIAL REVOLUTION IN FRANCE 
A. J. George 


SYRACUSE UNIVERSITY 


For more than a ceritury scholars and critics have argued 
over French romanticism. Quantities of ink have flowed in an 
endless series of analyses of trends, themes, and more partic- 
ularly, conflicting definitions. In the following paper there is no 
intention of offering another definition; it will simply indicate 
that a number of factors stemming from the Industrial Revolu- 
tion seem to have materially altered the course of French ro- 
manticism. The arrival of the machine age, changes in the 
technology of printing, the slow spread of education, and the 
creation of a huge audience of limited literacy, all combined to 
influence the direction Romanticism would take after 1830. 


I 


The Industrial Revolution came slowly to France. In 1800 
France still had an economy based on agriculture and commer- 
cial capitalism. For at least twenty years more, wars, econom- 
ic chaos, and depressions like that of ’97 kept France behind 
England. Revolution, the blockade, and the Bourbons, each in 
its own way stemmed the importation of the new machines and 
the new ideas,’ 

But Napoleon had unwittingly set the stage for the advent of 
the Industrial Revolution. Under him manufacturers first real- 
ized the profits to be gained from mechanization, and large 
amounts of capital swelled the coffers of Army suppliers. The 
Empire saw the introduction of machines like the Douglas, the 
Ternaux, or the Jacquard. Later, during the Restoration, hand 
labor even disappeared in some areas, and the number of ma- 
chines jumped from 15 in 1815 to 625 by 1830. Railroads began 
to crawl over the nation, and factories sprang up everywhere, 
The Industrial Revolution would now have hit France explosively 
except for the three depressions that plagued the Restoration 
(1816, 1818-19, 1826-27), but by 1830 even the unobservant knew 
that the old France was fast disappearing. 
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With the Industrial Revolution came the factors that were to 
influence literature, some of them the prerequisites for a liter- 
ature on a mass basis. First, it should be noted that France 
had no factory for the industrial production of ink until Pierre 
Lorilleux established one at Paris in 1818.” More important, 
paper was made by the age-old process of hand-dipping until 
Robert invented the paper-making machine in 1798. His appa- 
ratus, however, did not operate commercially until 1812, and 
not until 1833 did France possess enough of them to supply 
printers with large amounts of cheap paper.° 

Even had paper existed in quantity, antiquated printing pro- 
cesses limited book production. As late as 1800, publishers 
used a barely modified Gutenberg press, and the printer’s devil 
still patiently swabbed type. In 1817, Ganal invented the inking 
roller to speed up the new Stanhope press (1818), then the Cly- 
mer (1820). Finally in 1834, Joly contributed the cylindrical 
press, and printing was ready for mass production.’ 

Meanwhile, the position of the author had changed. The Rev- 
olution had killed the patron system, leaving writers completely 
dependent on the public. Sales became not only a measure of 
popularity, but of economic stability. An author had to submit 
manuscripts which a publisher considered salable, manuscripts 
that would attract large numbers of readers and simultaneously 
insure further publication and a decent income.” 

His audience, however, had changed, too. The compact, so- 
phisticated elite of pre-1789 had vanished. What remained of it 
counted less for the professional writer than the horde of po- 
tential buyers whose unpredictable whims could condemna book. 
And the literary least common denominator of this mass was 
low. In 1789 there had been only 72,747 students in the colleges, 
a fact which agitated the Constituent Assembly, but produced 
only unimplemented legislation. Napoleon tried to spread sec- 
ondary schooling and, in turn, the Bourbons encouraged primary 
education, but the greatest spread of literacy came from the 
rise of mutual schooling, from the “athénées,” the “instituts,” 
and the “musées.” 100 of these in 1802 grew to 990 in 1821. 
The most notable advances occurred within the lower middle 
class, progress which the July Monarchy encouraged until 
France attained the highest literacy rate in Europe. More peo- 
ple than ever could read and write, but only barely so. In liter- 
ary terms, if the average Frenchman’s ability to appreciate 
prose style was low, in poetry it was non-existent. The literary 
strength of the old regime diminished as it spread through the 
nation. 
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Simultaneously romanticism was running its early course. 
But romanticism before 1830 can be said to have developed far 
more heat than light. In both theory and practice early roman- 
ticism consisted primarily of a series of negative attitudes 
which contradicted the validity of the classic values. A search 
through the key documents, Deschamps’ <La Guerre en temps 
de paix>, the «Etudes francaises>, Sainte-Beuve’s «Tableau>, 
or Hugo’s <Cromwell>, reveals little of a positive nature. The 
latter, the most promising, outlined a dubious philosophy of his- 
tory, theorized on the “drame,” and advocated a mixture of po- 
etic styles. But mostly it belabored the classicists over ques- 
tions of poetry and the theater; prose was ignored, as in all the 
other manifestoes.’ 

When the victory of <Hernani>> was assessed in 1830, the 
romanticists found. themselves in a curious position. A group 
once in the minority, principally interested in aesthetic ques- 
tions, was now forced to defend itself against other rising mi- 
norities. When their elation subsided, the young men discovered 
themselves with the theoretical right to complete freedom of 
art, but simultaneously saddled with a responsibility: freedom 
for what? 

Prior to 1830, when questions of form held the complete at- 
tention of the romantic theorists, they had taken care of content 
by following the advice of Mme de Staél. They borrowed indis- 
criminately from any source, provided it smacked of the mod- 
ern, the exotic, or in any way flouted the classic tabus. Not 
only the North, but the South, gave generously. Thus, between 
1820-30, they flooded the country with romances a la Walter 
Scott; they revived medieval themes, wrote reams of graveyard 
poetry, aped the troubadours, sang of blonde pages and armored 
knights, or ran screaming from Bloody Nuns, and wicked uncles. 
In turn allof these shared the same fate as the melancholy hero, 
the consumptive lover, or the various youthful manifestations of 
primitivism. By 1827 the favorite themes of early romanticism 
had all descended into literary limbo.* 

In their search for a content to match modern form, the ro- 
manticists did not overlook any aid and comfort. America of- 
fered Irving and Cooper, the latter being especially influential 
between 1824-28.° Portugal or, more particularly Camoes, do- 
nated a popular favorite, the Inez de Castro scene.’ Consider- 
ably more came from Germany, thanks to men like Quinet, 
Constant, St-Marc Girardin, and especially Victor Cousin in the 
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popular lectures given after his return from imprisonment in 
Germany. Between 1820-30, Buyger’s <Lenore> helped intro- 
duce the theme of the fantastic.*’ Goethe exerted greater influ- 
ence, though until 1820 he seems to have been known almost 
solely for <Werther>>, the emotional hero of which continued in 
vogue until the publication of <Adolphe> made his existence ri- 
diculous. <<Faust> left less of an imprint, being primarily used 
as an argument against classicism.” Schiller, however, more 
than compensated for this oversight. Between 1815-1830, he ex- 
emplified the German theater, during which time he popularized 
such characters as the heroic and adored bandit, the courtesan 
regenerated by pure love, and the corrupt priest.** But even his 
popularity waned by 1830, a fate also reserved for such English 
favorites as the graveyard poets and Ossian, Milton, Shake- 
speare, Byron, and Shelley, each of whom enjoyed a moment of 
supremacy and then disappeared without leaving much trace in 
French literature.* As Fernand Baldensperger has pointed out, 
all reinforced some element of native romanticism, none added 
anything new.’° The same conclusion can be made for Spain and 
Italy; though here the countries themselves fascinated the French 
far more than their literature.*® Except in a rare case like that 
of Hoffmann, no foreign writer seems to have exerted much in- 
fluence on the main current of French romanticism after 1830. 


Il 


From this condition stemmed the embarrassment of the 
French romanticists. The dynamics of literary revolution re- 
quired them either to continue their experimentation, or, in 
turn, to becomé a second classicism. 

And a new factor deepened their embarrassment. By 1830 
the advent of the mass audience had changed the national liter- 
ary taste. People read more than ever, especially the country 
folk, fed by some 3500 colporteurs, but their taste would have 
enraged Boileau. They preferred almanachs like the Liégeois 
or the <Grand Grimoire>, editions of which ran into the thou- 
sands. Prose tales about Gargantua, Till Eulenspiegel, Collet 
the bandit, les Quatre fils Aymon, or Richard sans peur enjoyed 
an unbelievable popularity. Only Ducray-Duminil, Daubenton, 
Mme d’Aulnoy, or Mme Cottin could compete with them and, of 
these, the highly moral Mme Cottin even outsold Walter Scott 
and such favorites as <Gil Blas» or <Paul et Virginie>,’’ 

Paris might boast an intellectual elite, but literary France 
had outgrown its capital. For the 19th-century author, provin- 
cial cities like Lyon, Bordeaux, or Marseille were essential 
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parts of an audience he hoped to reach; they had to be consid- 
ered. Even in the town, taste differed little from that of the 
“pathelins.” Conservative, resistant to change, the provinces 
languished in the literary doldrums, far less sophisticated than 
Paris. For them the “cabinet de lecture” encompassed the en- 
tire world of books. In Narbonne, in 1832, for instance, the shop 
of Francois Caillard contained the usual assortment of trade 
rentals. Records show that the classics furnished his business 
with a proper air of respectability, as did the few examples of 
ancient literatures, but they moved lethargically from the 
shelves, Frangois derived his income from 33 copies of Scott, 
9 of Cooper, with assorted selections from Mmes de Genlis and 
Cottin, Pigault-Lebrun, and Ducray-Duminil.’* And the same 
story could be repeated for Lyon, or Marseille.’® Simple prose 
that told an exciting tale, seemed the recipe for literary success 
in the provinces, particularly if the story contained elements of 
realism well within the audience’s capacity to understand. The 
heroine’s reputation might teeter on the brink of disaster during 
a breath-taking struggle but virtue had to triumph over vice. 

Such facts were not ignored by publishers. A depression in 
bookselling that began during the Revolution and lasted through 
the Restoration, made it imperative for writers to appeal to 
large audiences in order to interest publishers, for the latter, 
even more than authors, had sensed the great change in taste. 
Statistics on publishing are scarce for the first 15 years of the 
century, but even those available indicate that prose was gaining 
in popularity. From 1815 on, more trustworthy figures from 
the <Annuaires>,”° the «Journal de la littérature frangaise>,” 
Louandre’s ‘Statistique littéraire,”” make the same point: by 
1828, poetry had slid into a silent decline. Conservative dealers 
like Pigoreau” publicly mourned the shift but also profited 
handsomely. Nothing could change it, not even the romanticists’ 
attempt to embellish verse with spectacularly eye-catching il- 
lustrations and vignettes. Editions of poetry fell to 300 copies, 
while those of the “roman” soared into the thousands.” 

About this time the Industrial Revolution caught up with 
printing, providing a means of reaching the new mass audience 
at low prices, a means that would be applied to prose, not po- 
etry. Furthermore, the Industrial Revolution endowed the writ- 
ers with a considerable amount of the content for which they had 
been seeking. Along with the presses and the paper-making 
machines came other factories, and in their wake trailed the 
more sordid offshoots of the revolution. An industrial proleta- 
riat swelled cities, increasing the number of potential readers 
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but also presenting France with apparently insoluble social 
problems: female and child labor; landless, salaried, and un- 
derpaid workers at the mercy of profit-minded owners. Crowded 
slums vomited forth the underprivileged children of incredible 
squalor, alcoholism, prostitution, and an alarming rate of ille- 
gitimacy, horrible conditions which drove workers to the de- 
spair of violence in their first reaction to the new age. Some 
tried to smash the hated machines, but cooler heads recom- 
mended unity, not on the lines of the outmoded “compagnon- 
nages,” but of modern unions. Labor strife broke out early, as 
in the bloody Lyon riots of 1831, and books like Bigot de la 
Morogue’s <De la misére des ouvriers> publicly acknowledged 
the shameful effects of the factory system.” 

Thus, about 1830, romanticism possessed artistic freedom, 
the means to reach a large and expanding audience, and a new 
material for plots more startling than any of the old horror 
tales. 


IV 


At precisely this moment, the unity of romanticism broke 
over the dangerous question of the acceptance of prose and the 
new era. Veterans of the early struggle, almost all poets, ad- 
justed their principles to allow themselves a measure of mate- 
rial reward. Most had already dabbled timidly in prose, and 
they were now prepared to live in uneasy peace with their age. 
They had established solid reputations and were content to re- 
tire from rebellion. Hugo boasted of placing “le bonnet rouge 
au vieux dictionnaire,” but it is more correct to state that he, 
with Musset, Vigny, and Lamartine had begun this literary rev- 
olution which they abandoned about 1830.”° They had smashed a 
spineless neo-classicism; they had given verse a suppleness 
long absent; and they had posed the principle of experimentation 
that would transform the old conception of poetry. Sensing the 
magnitude of their act, they all loudly proclaimed their virtues. 

Actually, they had merely set the stage for the real revolt 
since their own experimentation had been extremely limited. 
They had tampered with the invariable alexandrine when they 
shifted emphasis from the “ut pictura poesis” of the classicists 
to musicality. In their struggle to break the grammariangs’ 
stranglehold on verse, they renovated the idea of rhyme, de- 
stroyed the caesura, and renewed poetic vocabulary. As the 
great romantic theorist, Becq de Fouquiéres, emphasized, they 
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based much of their work on imitative harmony, utilized hetero- 
metric systems of versification, and made poetic style more 
sensual, ?” 

Yet, in the last analysis, their innovations had been cautious, 
Among others, Pierre Moreau has indicated the extent of their 
timidity.”* Lamartine’s verse had always echoed the 18th cen- 
tury, and Vigny had never embraced the experiment with aban- 
don. Hugo’s work showed clear vestiges of classicism. As for 
Musset, he had become bored with the revolt about 1830 and had 
withdrawn from the revolution. Even in the debate over the 
“rime riche,” the first generation had exercised caution. The 
famous “vers brisé” was little used except to translate the swing 
of simple conversation.” 


Mi 


Actually, it remained for another generation, that of the Petit 
Cénacle, to explore the possibilities of the poetic revolution. 
These youngsters reached literary maturity during the first 
days of the era of prose, when a poet not only could not make a 
living but probably would not even be published. The age be- 
longed to the bourgeoisie triumphant, practical-minded, mate- 
rialistic in outlook, and devoid of great artistic sensibilities. 
To young poets the new world looked ugly, scarred by factories, 
inhabited by a strange class of factory workers, and dominated 
by what they considered a completely illiterate and money-mad 
middle class.*° 

The France of Louis-Philippe made the young men hostile by 
rejecting their verse and misunderstanding their aims, an atti- 
tude which produced bitter hate in the frustrated poets. The 
doctrine of art for art’s sake lay implicit in the romantic revo- 
lution; it had been specifically indicated in the <Etudes fran- 
cgaises> * and the preface of the <Orientales>>,*’ but early ro- 
manticism had abandoned the theory. Suspecting social heresy, 
the bourgeoisie outlawed both the doctrine and its adherents. 
The poets had no choice but to fraternize protectively, their 
only consolation being their art. They persisted in being poets 
first, followers of a faith established by their elders, Asa re- 
sult, their work offended a society based on the utilitarian and 
the obvious, and their poetry remained in manuscript or mol- 
dered on dealers’ shelves. Critics ignored them; their gods had 
ignominiously surrendered; and France wallowed in prose, the 
ultimate insult. Therefore, the youngsters retaliated by rejecting 
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Louis-Philippe’s France, a hostility which Gautier summed up 
in the preface to <Mlle de Maupin>, at once a manifesto anda 
cry of anguish. But the consequence of such a position could 
only lead to withdrawal into the safety of a personal world, 

This flight from reality the young men accomplished in their 
revival of the poetic revolution. To be sure, not all the elders 
wanted to forsake their past. Sainte-Beuve moaned that “tout ce 
qui est poéte et poéte délicat doit fuir ce Louis XIV-ci qui n’est 
que personnification manufacturiére, financiére, industrielle... 
de cette société moderne si dédaigneuse du vrai délicat.”** And 
later Hugo was to practice some of what he had preached earlier. 
But it was left primarily to the Petit Cénacle to fulfill the prom- 
ise of the <<Orientales>, and to furnish the Symbolists and the 
Parnassians with the means to create a modern poetry.™ 

Between 1830 and 1848, Gautier and his friends were to es- 
tablish the myth of the modern avant-garde poet. As the feeling 
of outlawry grew, O’Neddy shouted “malédiction sur la mére- 
patrie,”°° while the irrepressible Borel remarked that “Mar- 
chand et voleur est synonyme.” *° Some of these minor roman- 
ticists moved to the left politically, Borel the lycanthrope, 
Lassailly who claimed to have surpassed Robespierre.*’ All 
rejected orthodoxy, cultivating a mock Satanism calculated to 
infuriate the middle class. O’Neddy publicly renounced Chris- 
tianity,°° Lefévre-Deumier glorified Lucifer.*° Confusing the 
creation and the Creator, they accepted damnation willingly, 
sided with the devil, and, like Jean Polonius, talked of scaling 
the skies to claim their just rewards.*° Like Esquiros, they 
enjoyed rebellion, associated themselves with all the great re- 
volts.”’ This attitude led them to develop a kind of humor guar- 
anteed to “€pater le bourgeois.” Lassailly’s <<Roueries de 
Trialph> contained all the new inventions: strange characters, 
weird themes, blasphemy, and sedition. The high point of the 
book came when Trialph, to rid himself of an embarrassing 
mistress, tickled the bottoms of her feet until she expired with 
a choked giggle.” 

But they worked hard, these rebels; art had become an ab- 
solute, replacing more prosaic religions. To the earlier theory 
of poetry as music they added the notion of its sculptural quali- 
ties. More important, their conception of art inevitably spelled 
the end of the organic theory so beloved of the Cénacle. Com- 
plete works no longer appeared in polished form in a first draft, 
the product of God-given genius; their poems were planned and 
Slaved over, They dared play with the sonnet more than their 
predecessors. Gramont experimented with “rythmes” or the 
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difficult “sextine”; the young Blaze de Bury tried to combine 
prose and poetry ina strange pseudo-Shakespearian mixture.*? 
In «<Pandaemonium>, O’Neddy dexterously manipulated verse 
as Hugo had done in the <<Odes et ballades»>.** Most important 
of all, these men invented the “poéme en prose,” perhaps their 
greatest revenge on the bourgeoisie. As early as 1828, Louis 
Bertrand had experimented with this form, but it was actually 
<<Gaspard de la nuit> that made it a genre. Others rapidly 
followed his example, among them Xavier Forneret with the 
<<Piéce des piéces, temps perdu>>, or Maurice de Guérin in the 
<<Centaure>>. Lowly prose gained the allure and rhythm of its 
more distinguished relative.” 

Their legacy, however, consisted of even more. Taking the 
hint of an idea from their predecessors, they expanded it into 
the theory of “correspondances” as an essential part of their 
conception of poetry. Jouffroy had indicated this idea much 
earlier in his <Cours d’esthétique>-,*° as had Sainte-Beuve in 
<<Joseph Delorme>.*” It formed an essential part of Ballanche’s 
philosophy, notably the «Vision d’Hébal>>.*® The doctrine, how- 
ever, became clearer with the young men who, in their turn, 
sought “la clef des symboles et l’intelligence des figures.”*® 
But if the theory became clearer their work grew more sybil- 
line,as Nerval’s «<Chimére> or Guérin’s «<Centaure>, “visions 
en ombres vagues et fuyantes.”*’ Dreams, the “au-dela,” the 
groping search for an obscured logic of the universe became the 
stuff of which they wove their poems. An apperception of real- 
ity which ended in a strikingly new imagery and a hitherto un- 
dreamed of association of ideas made their work more difficult 
to read, but it permitted them to attain the depth and sensitivity 
of modern poetry.” 


VI 


The older men, on the contrary, had apparently retreated 
down the thorny sides of Parnassus, They welcomed the means 
the Industrial Revolution had given them to reach a mass audi- 
ence. A Lamartine might never love the people,” but he, along 
with George Sand, Hugo, and many others elected to embrace 
utilitarianism and the doctrine of the Messiah. The first two 
entered politics to better social conditions, but others, a Balzac 
or a Stendhal, worked almost exclusively with the novel. The 
shift was to prose and with it came the second great accom- 
plishment of romanticism: the creation of the basis of the mod- 


ern novel, 
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The “roman” had been developing in France since the begin- 
ning of the 16th century, but it had never attained any great 
measure of respectability. Boileau and Moliére had laughed it 
from society with «Les Précieuses ridicules» and «Les Héros 
de roman>.* Properly translated as “romance” rather than 
“novel,” for two centuries it showed only minor deviations from 
the same characteristics that had angered these critics. The 
romance became a kind of recipe literature built around unusual 
but stylized personalities tinged with allegory. If expanded, 
these remarkable characterizations became archetypes. Plot 
consisted of a series of equally important episodes, mostly in 
lofty language, which pictured the difficulties of love; it always 
took precedence over necessarily flat characters, and had as its 
aim the portrayal of the conquest of vice by virtue. The author 
maintained a highly personal relationship with his readers, gen- 
erally aristocrats, as he attempted to fuse history and fiction. 
Technically, writers leaned heavily on such obvious devices as 
the “deus ex machina,” anonymity, letters, the lost manuscript, 
salon games, and the confession. Most of their works began “in 
medias res,” then became a series of adventures into which the 
main characters accidentally stumbled. Since the point of nar- 
ration lay outside the story, the method of construction invited 
digression and intrusion on the part of the author. It also pre- 
sented him with such problems as the most effective use of his- 
torical material, the relationship of plot development to the 
manipulation of allegory, and the maintenance of a proper bal- 
ance between the theories of “vraisemblance,” “bienséances,” 
and “plaire davantage.”™ 

During the 18th century, a few details of the 17th-century 
romance tended to disappear: the lofty language, the restriction 
of major characters to the upper aristocracy, and the dominant 
concern with courtly love.°° The meaning of “vraisemblance” 
shifted slightly, as did the conception of the “bienséances,” but 
both the intent and the basic structural pattern of the romance 
remained essentially the same. The “précieux” variety had all 
but vanished, but the realist-bourgeois, the psychological, the 
sentimental, and the philosophic types were to continue until the 
revolution, the only shift of consequence being an increase of 
interest in the middle class.” 

Early romanticism brought no changes in the recipe for the 
romance, 17th- and 18th-century theorizing on the nature and 
problems of prose fiction had crossed the channel from Eng- 
land, where it formed part of the considerable body of material 
concerning the nature of the romance which English authors 
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continually discussed and enlarged. Fielding, Richardson, Mrs. 
Radcliffe, Clara Reeve, all the writers of the English romance 
had handed on to Walter Scott a theory and practice essentially 
the same as that accepted in France.’ And with the rage for 
Scott’s work during the formative years of romanticism, that 
theory and practice re-entered France — but with all the pres- 
tige of Scott’s name. Though his work only re-inforced French 
tradition, he seemed to be presenting the young rebels witha 
pattern free of any tinges of classicism.” Following him, the 
romanticists unquestionably accepted the hallowed form of the 
genre. Vigny, Hugo, Balzac, all became adept at the romance a 
la Scott, though “vraisemblance” now metamorphosed into the 
doctrine of local color. It was this type of historical romance, 
spread everywhere by the efforts of Mme de Genlis, Mme Cottin, 
Ducray-Duminil, or writers like the early Balzac, Hugo, or 
Vigny which began to give poets their first real competition for 
the favors of the 19th-century reading public. 2 

When prose became dominant in France, it inevitably fol- 
lowed that some of its practitioners should seriously consider 
their art. The romance had hitherto labored under the curse of 
the classical aestheticians. Prose was a poor relation of poetry 
and the theater, fit only for the back-stairs maid or to amuse 
Madame during a very idle moment. But as the new public grew, 
so did the social and artistic acceptability of the romance. The 
less sophisticated cared little for the niceties of verse; they 
had no poetic tradition, and their literary common denominator 
was low indeed. A few writers would notice this and capitalize 
on it, a Stendhal or a Balzac.’ These two especially would con- 
sider seriously the genre they preferred and their subsequent 
revision of ancient practice and theory would result in another 
prose form: the modern novel. Such a change they could ac- 
complish more easily than the poets of the Cénacle because, 
first, they were not committed to verse and, secondly, unlike 
their poetic colleagues, they did not subscribe to the organic 
theory of genius. They took their work seriously, and, as they 
wrote, they began to develop consciously a series of principles 
for their art, to search for the aesthetics governing their work. 
There was no sudden break with the past, but they were to cre- 
ate a new kind of artistic structure. 

Their work stemmed from the romance but contained changes 
of importance which the age itself suggested. Writing for a 
practical middle class of low intellectual curiosity which had 
inherited the 19th century, these men adjusted their art. A 
sense of change, born perhaps of the Revolution, gave their work 
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a time-perspective and a sense of development unknown in the 
romance.*! Plots might be as exciting as ever, but they were 
now situated in contemporary or near-contemporary settings 
known to the reader, a change which transformed local color 
into realism, the life familiar to the average man. This seem- 
ingly unimportant shift inevitably entailed a modification in 
characters, since these had to match the milieus described, The 
ordinary citizen replaced more heroic personages and, as these 
authors manipulated the real and the average, they turned to a 
study of men and manners. Far more than the romancers, they 
dealt with personalities as manifest in society. 82 Consequently 
the fundamental problems of their art changed. Because the 
point of narration lay within their stories, they had to dissolve 
ideas into personal relationships, necessitating a shift from 
single to multi-faceted characters, from allegory to symbol. 
Plot became subordinate to behavior as writers focussed on 
character analysis or social results rather than pure action for 
action’s sake, and the need to portray real people in everyday 
situations forced authorstoemploy motivations familiar to most 
readers. The old box-car construction of the romance was re- 
placed by a structure possessing greater unity, less dependent 
on the use of coincidence as a transition between episodes.** 
The outlines of a new genre appeared atop the vestiges of a tra- 
ditional genre as the need to show actual life in turn dictated 
the sequence and importance of episode.“ 

And not only did structure change, so did content. Toa cer- 
tain extent, each age rebuilds the myths and symbols it inherits 
from the past. Some disappear, incapable of expressing the as- 
pirations, hopes, or fears of the present; others are modified to 
fit new conditions. But each generation finds it necessary to 
create additional myths and symbols to express what is peculiar 
to itself. In this respect the French romanticists found them- 
selves more in need of rejuvenating such a literary shorthand 
than perhaps any other generation since the Renaissance. So- 
ciety had changed so radically after the Revolution, politically, 
socially and economically, that the 19th century found such com- 
munication one of its most serious problems. Since classical 
mythology seemed inadequate for the task, especially consider- 
ing the audience, writers utilized a new series of stereotypes. 
Necessarily, in their descriptions of the age, authors referred 
more and more to the poor workingman in the crowded slum or 
the underpaid factory girl, who earned immortality from Dau- 
mier and Lamartine. Opposite them stood the greedy factory 
owner and the harsh boss. A long line of newcharacters paraded 
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through the pages of the novel: Stendhal’s rioting union man, 
Balzac’s stock market manipulators, the newspaper writer, the 
<<Figaro»’s Bohemian bousingo, Gaudissart, the travelling sales- 
man, Nucingen, the speculator, David Séchard, the inventor of a 
paper-making machine, or even Julien, a young man lost ina 
hostile world. 

Around them crystallized a sequence of new themes. Many 
of these were manipulated according to the political ideas of a 
writer and, consequently, were treated in either a favorable or 
unfavorable light. Lamennais’ «<Le Livre du peuple> in a sense 
marked the official entry ofthe people into literature as a major 
factor, and most all writers followed his example. The factory 
loomed ever larger as a symbol of the age, of either progress 
or modern slavery. The machine, particularly the locomotive, 
and its social effects, became a favorite even in the poetry of a 
social hermit like Vigny.®° The plight of the proletariat fur- 
nished grist for George Sand’s mill, even affected a purist like 
Gérard de Nerval. The passion for speculation, for forming 
new enterprises, became a stock theme of Balzac. Occasionally 
these characters and themes even served as the butt of savage 
mockery, as in the case of <Jérédme Paturot a la recherche 
d’une position sociale>,°’ a fact which confirms a widespread 
use that became more general as the age of Louis-Philippe ma- 
tured. No reader thought it strange that romanticism passed 
from a hedonistic “carpe diem” to Eugéne Sue’s socialist re- 
forms. Economic nationalism, the evils of the factory system, 
the theme of the modern dispossessed, and the picture of the 
restless crowd formed the new artistic clichés. The use of the 
new themes expanded as the Messianic urge motivated writers 
more powerfully. The new characters, and what they stood for, 
made up a noticeable part of the stock in trade which contempo- 
rary reform-minded writers employed to make themselves un- 
derstood by their audience. 

And, finally, the shift to prose at this time wrought changes 
in the very language of the novelists. The fact that an increas- 
ing number of poets essayed the medium tended to raise the 
stylistic standards of the novel, but conversely the aim of de- 
scribing contemporary society in terms meaningful to the public 
made the language conform to that of the age. New words crept 
in, from the people, from the factory, technical words, and, 
most revolutionary, slang developed in the slums and in the un- 
derworld. Simultaneously new images appeared, references to 
the puffing machines, the clanging presses, to the railroads. 
«Les Misérables», begun during this period as «Les Miséres>, 
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would contain a nearly complete catalogue of the new characters 
and themes, but Sue or Balzac would demonstrate even more 
clearly how much a linguistic ‘influence the Industrial Revolution 
was having.” 


That the course of Industrial Revolution and the development 
of romanticism in France are contiguous is beyond question, 
and, likewise, the fact that they are inextricably intertwined and 
specifically related seems beyond doubt. Yet, to demonstrate a 
determinism or a causality in any direction, however enticing, 
would lead beyond the safety of the facts. Nevertheless, it 
seems possible to conclude, without teleological implications, 
that the Industrial Revolution opened the way for a mass litera- 
ture, and that the very machines which fashioned that age split 
romanticism into two factions, one of which continued the poetic 
revolution which the first generation had begun. To the other it 
presented new possibilities for artistic expression. It helped 
focus attention on prose, thereby aiding the shift from the ro- 
mance to the novel and further contributed to the novelist a new 
set of characters and themes; to both prose and poetry it gave 
new and striking images. In short, it seems to have been a ma- 
jor factor in the development of French romanticism. 
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DONA EMILIA PARDO-BAZAN 
AND THE “EUROPEANIZATION” OF SPAIN 
Ronald Hilton 


STANFORD UNIVERSITY 


The centenary of the birth of the remarkable Spanish writer 
Emilia Pardo-Bazan should stimulate the reading of some of 
her vast literary production above and beyond her two well 
known novels <Los pazos de Ulloa> and <La Madre Natura- 
leza>. We would then realize that she was much more than a 
regional novelist of Galicia. She was, in fact, one of the leading 
public figures of her day and took part in practically all the 
significant polemics which made the Spain of her time a fasci- 
nating, albeit tortured and restless country. She made, indeed, 
a significant contribution in that she strove to bridge the yawn- 
ing gap between Catholic conservatives and anti-clerical liber- 
als. The former proclaimed that Spain must be saved from 
subversive outside influences. The latter declared that Spain 
must follow the example of the more advanced countries of 
Europe and undergo the internal surgery by which the republi- 
can regime had removed from the body politic of France all the 
supposedly dead tissue which wasa source of internal poisoning. 
Pardo-Bazan was almost alone in that she was a staunch Catho- 
lic and yet a vigorous exponent of the much-debated “European- 
ization” of Spain. A liberal monarchist and something like a 
Christian Socialist, she spoke out fearlessly for an effective 
modernization of Spain. The alternative was national sterility 
and decay. Yet, as we shall see, her ideological outlook placed 
definite, and in our opinion, unfortunate limitations onthe amount 
of “Europeanization” she would accept. Whether we agree or 
disagree with Pardo-Bazan, her writings on this whole subject 
have a high documentary value. 

Iberia, unless and until it be refined and modified, is, Dona 
Emilia tells us, poor raw material for a nation; or rather, it is 
raw beyond all measure. Its “Adamism” is evident in every re- 
gion of Spain, except perhaps in the Basque provinces and in 
Catalonia, where powerful “European” influences have always 
been at work. The social structure of Spain, having grown in 
this miserable soil, is but a dead and hollow trunk. A Spaniard 
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with a clear vision of his country’s plight, continues Pardo- 
Bazan, should be filled with despair. Hope can live, however, 
in the hearts of those who are “European” and who believe that 
Spain can assimilate fertilizing elements from abroad. Pardo- 
Bazan was most decided in this conviction. 

Yet her internationalism was moderate. Her “Europeanism” 
did not reach the extreme belief that the world, dragging Spain 
with it, would finally become uniform, monochrome, and mono- 
tonous. She held the view expressed by Paul Bourget in his 
novel <<Cosmopolis>,' that, below the surface or varnish of so- 
ciety, there remain, hidden though alive and active, the irredu- 
cible differences resultant from race, origin, civilization, reli- 
gion and ideals; from all those things which combine to produce 
a nation’s concept of life and to provide the mainspring of its 
actions and passions.” 

In a confused and almost instinctive fashion, Pardo-Bazan 
tended to group the nations of the world into large families. The 
main antithesis she establishes is between the Latin World, of 
which Spain is an important part, and the Germanic World. The 
Slavonic family hovers around the edge of the picture, occasion- 
ally moving into a place of prominence. The gaudy colors of the 
jumble of Asiatic nations call the attention to the distant back- 
ground. 

Pardo-Bazan felt that, despite everything, the Latin World 
forms a unity clearly opposed to the Germanic nations. This 
was scarcely because of any sentimental or cultural attachment 
to Roman antiquity; to it, as to Greek antiquity, Pardo-Bazan 
has devoted little attention and practically no space. For her, 
one of the main characteristics of the Latin World is Roman 
Catholicism. Like the Catholic faith, the Latin World seemed 
to be declining. Edmond Desmolins published in 1897 his star- 
tling book <<A quoi tient la supériorité des Anglo-Saxons>. 
Pardo-Bazan, however, refused to admire the Germanic nations; 
she considered them with mistrust and hatred. In their attempts 
to subjugate the Oriental nations, she upheld the cause of the 
latter. Toward the end of the last century, as a reaction against 
Germanomania, there was a “Latin renascence,” to which Dona 
Emilia belonged. 

Pardo-Bazan did not despair of the Latin World, but con- 
stantly strove to find in it a new source of energy. At first she 
thought it was to be foundinan outpost of “Latinity”: in Belgium, 
a country thriving on a revived form of Catholicism. But slow- 
ly she came to place all her hope in France, which she had once 
distrusted as a renegade to Mother Church, As her tolerance 
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increased, her religious criterion became less exacting. She 
began to put a complacent faith in the Catholic tradition of 
France, and to maintain in a nebulous philosophical way that all 
French culture, although it has overflowed the narrow riverbed 
of religion (“salido de madre” is the expression Dona Emilia 
uses), is still essentially Catholic. Dealing hypothetically with 
the more distant future, she placed her trust in the Spanish 
American nations. 

Some reader of Pardo-Bazan’s works (she gives no name), 
not at all convinced by her constant exaltation of the Latin race, 
wrote her a voluminous epistle demonstrating that the Spanish 
people does not belong to any such racial group. In her reply, 
Dona Emilia maintains her viewpoint and adduces as a proof the 
fact that French and Italian plays are very successful in Spain, 
whereas the playwrights of the northern nations are coldly re- 
ceived. Her statement that the attempts to acclimatize Ibsen 
failed completely is questionable in view of the facts contained 
in Halfdan Gregersen, <Ibsen and Spain: a study in compara- 
tive drama> (Harvard University Press, 1937), which lists Cas- 
tilian and Catalan translations of Ibsen’s plays. Dona Emilia 
forsees likewise a sad fate in Spain for Sudermann. She con- 
cludes her flimsy argument with an extremely unhappy meta- 
phor: “Hay una cortina que se interpone: nuestra alma y el 
alma del Norte no acaban de besarse.” She takes care else- 
where to explain that, although she uses the expression “Latin 
race” frequently, she does not give to the word “race” a scien- 
tific, anthropological meaning. 

Pardo-Bazan laments the low level of education in Spain and 
the pitiful state of the Spanish public school system. Spanish 
public life is characterized by a critical animus out of propor- 
tion to the intellectual preparation of the people. In these cir- 
cumstances, democracy would seem to be a dangerous thing 
and, throughout her life, Dona Emilia regarded it with the ut- 
most mistrust. She expresses her entire approval of the attack 
which the anti-democrat Campoamor made on democracy in his 
<<Polémicas con la democracia>. Pardo-Bazan devotes an ar- 
ticle to him in <<Retratos y apuntes literarios> (pp. 37 ff.). 

The same arguments are used by Pardo-Bazan to discredit 
the parliamentary system. Long before ’98 she proclaimed her 
opposition to it in her ‘Confesidn politica,’ published in <<Mi 
romeria>: a quite natural attitude in view of her Carlist sym- 
pathies. In this article she puts forward the idea that the main 
weakness of “New Spain” is its trust in the parliamentary sys- 
tem. She claims that its defects are evident eventoits partisans 
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and that its “high priests” (she is probably thinking of English 
writers such as John Stuart Mill) agree that it is merely the 
least evil. Pardo-Bazan closes this tirade with an almost pur- 
ple passage: “El sistema representativo, tal como hoy existe, 
es aparato lugubre y funesto, a cuya sombra se trama nuestro 
dano; mampara solemne, tras la cual se consuma la ruina, aca- 
bamiento y perdici6n de Esparia; campo donde la ambici6én co- 
secha rosas y trigo, el pais espinas, abrojos, y ponzonosa ci- 
cuta” (p. 197). 

With the disaster of 1898, the prestige of parliament quickly 
fell, The system which had once been the fanatically pursued 
goal of Spaniards (“Constituci6n o Muerte”) was considered to 
be largely responsible for the tragedy and inadequate for the 
crisis. In <De siglo a siglo», Pardo-Bazan declares: “No 
poco a poco, sino de golpe, el catafalco de la mentira parlamen- 
taria se ha venido a tierra, y la aspiracion al gobierno absoluto, 
indiscutido e indiscutible, el ansia enfermiza de la dictadura, se 
ha abierto calle, promulgando el dogma del silencio” (p. 112). 
Pardo-Bazan witnessed with a certain satisfaction the collapse 
of parliamentary government. Here again she hailed herself a 
prophet, a boast she always made to countervail those who dis- 
missed her as a popularizer: “No he sido jamas muy entusiasta 
del parlamentarismo. En esto pareci reaccionaria, cuando solo 
me adelantaba a los sucesos.” Besides all her intellectual and 
practical objections to parliamentarism, she had, as a woman 
without a vote, no personal interest in the system. As a femi- 
nist, she often stressed with bitter irony the inadequacy of the 
expression “universal suffrage.” In a colorful article entitled 
‘En el Congreso,’ and published in <De siglo a siglo», Pardo- 
Bazan gives us a mocking description of the tediousness of a 
typical session in the legislature. Probably if there had been in 
Spain a suffragette movement comparable to those in England 
and the United States, Pardo-Bazan, an ardent feminist, would 
have joined it and forgotten her ideological objections to the 
parliamentary system. 

The social philosophy of Pardo-Bazan was therefore eclectic. 
She made large concessions to the spirit of the new age, but she 
rejected many of its most important tenets. Her attitude was 
one of compromise, and by her skilful mingling of new and an- 
cient elements, she hoped to produce the much-desired recon- 
ciliation between “Old Spain” and “New Spain.” She exalted, in 
‘Coletilla a <Mi romeria>’ (p. 298), with optimistic prophecy 
“aquella conciliacién de la Vieja y la Nueva Espana, que sera 
todo lo sueno que se quiera, pero sin la cual no atino como ha 
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de resolverse el problema nacional; conciliacio6n que sin propa- 
ganda ni defensa en el terreno teorico, vendra a realizarse en 
el practico por la fuerza amorosa e insensible de los aconteci- 
mientos, por la tirania del instinto de conservacion que se im- 
pone a los Estados, por la vis mediatrix de la historia — y sobre 
todo — por la misericordiosa voluntad de Dios!” 

For a period, the ideas of Pardo-Bazan coincided almost ex- 
actly with those of Costa. The main theme of her exhortations 
was “jEuropeizacion!,” although she rejected the idea that this 
involved the abandonment of the Catholic religion. Her attitude 
is well explained in chapter IV (‘Hacia la frontera’) of <Por la 
Europa catélica>. The first word — “jEuropeicémonos!” — 
strikes the keynote. Dona Emilia expresses the conviction that 
foreign travel is an essential part of education and cultural life, 
especially for the citizens of a backward country such as Spain: 
“Manda la Iglesia confesarse una vez al ano, y antes si hay pe- 
ligro de muerte. Manda la cultura viajar, sin aparente necesi- 
dad, una vez al ano, y mas si hay estancamiento y tendencia 
regresiva — mania de andar hacia atras, que no falta entre 
nosotros” (p. 7). The Conde de Romanones, then Minister of 
Public Instruction, had just promulgated his scheme for sending 
students abroad with scholarships: a plan later carried out by 
the Junta para Ampliacion de Estudios. Pardo-Bazan voices 
her approval of the project, recalling the excellent results which 
the Japanese had obtained with a similar policy. Nonetheless, 
she points out the error of believing that only through travel can 
“Europeanization” be achieved. Spain must assimilate, not 
everything “European,” but only the best that “Europe” can of- 
fer. As Costa said: “La ansiada europeizacion debe de ser asi 
como un triple extracto de lo mas fino, bello, y fuerte del alma 
europea. Porque a Europa no vamos a recogerlo todo, oficio de 
traperos.” 

The osmosis of travel must be a two-way phenomenon. Not 
only should Spaniards be encouraged, or even urged to travel in 
Europe; foreigners must be attracted to the Peninsula. In ‘El 
viaje por Espana,’ published in <La Espafia moderna>, of No- 
vember, 1895, Pardo-Bazan complains that like Rumania, Bos- 
nia, Serbia, Bulgaria, Montenegro, Greece and Turkey, neither 
Spain nor Portugal possesses a Baedeker, nor are they likely to 
have one. Dona Emilia was excessively pessimistic, since a 
Baedeker of the Peninsula was published soon after, in 1897 
(German) and in 1898 (English). Moreover, had not J. Murray 
published at London in 1892 the eighth edition of Richard Ford’s 
excellent <<Handbook for travellers in Spain»? Without aping 
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France or England, says Dona Emilia, the authorities in Spain 
must do all in their power to attract foreign travelers. In par- 
ticular do Spanish railways need much improvement. In this 
respect, adds Pardo-Bazan — unusually benevolent toward Prot- 
estant Europe — England and Germany would provide a much 
better model than France, which Spain has imitated almost ex- 
clusively. The long waits at junction stations should be abol- 
ished; travelers from the northwest of Spain have to wait for 
seven hours during the night at Venta de Banos. Dona Emilia 
protests against the annoying and detailed exaininations carried 
out in those days by customs officials throughout the country in 
cities of the interior, such as Saragossa and Barcelona. The 
essay ‘El viaje por Espana’ is mainly an appeal to foreigners to 
visit the Peninsula. Having thus acquired a direct knowledge of 
Spain, they will be an effective element in the process of “Euro- 
peanization.” Unfortunately, adds Dona Emilia, many foreign 
travelers never rid themselves of a false romantic conception 
of Spain. She quotes as a good, or rather a bad, example of this 
Maurice Barrés, whom she scorned.° 

Despite her love of prophetic postures, Pardo-Bazan does 
not attitudinize as one crying in the wilderness. She realizes 
full well that “European” culture is exerting a strong influence 
on the younger generation of. Spanish men. Typical of this phe- 
nomenon is the completely “Europeanized” bachelor who tells 
his story in <Memorias de un solter6n>. He dresses in an 
English fashion and lives in an English way. His intellectual 
nourishment is chiefly French. He partakes of it mostly in his 
club, where (in a truly Spanish fashion) he whiles away the 
mornings: “Me arrellano en una butaca, a leer la prensa de la 
corte, a abrir y gulusmear <Illustraciones> y <Revistas>. 
La de <Ambos Mundos>, decadente y todo, sigue siendo mi 
predilecta; devoro sus novelas interesandome mucho en la fic- 
cidn; tampoco me desagradan los reposados y agudos estudios 
criticos de Lemaitre y Brunetiére...leo a unos autores porque 
me divierten y estimulan (como Gyp), a otros porque me causan 
grata fiebre (como Bourget), y a otros (como Prévost), porque 
me cosquillean el pensamiento” (pp. 17-18). On going to bed, he 
reads the latest novel of Daudet, Galdos, Tolstoy or Bourget. 
Pardo-Bazan studies this confirmed bachelor with great sym- 
pathy, but she cannot approve of his independent principles and 
is kindly disposed toward him only because she knows that in 
the end she will make him marry avery domestic girl and found 
a family, thus showing a practical respect for the Catholic tra- 
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A similar character is Ignacio Artegui, the unbelieving and 
philosophical young man who, in <Un viaje de novios>, assists 
Lucia when she loses her husband. He is a typical “europei- 
zado”: “Estudié, vi mundo; dije que queria viajar, y abriOo mi 
madre su bolsa; tuve, hombre ya, algun capricho, muchos ca- 
prichos, y se cumplieron. He visto los Estados Unidos y el 
Oriente, sin hablar de Europa; paso los inviernos en Paris, y 
los veranos suelo visitar a Espana” (p. 132). The contrast is 
complete between the “Europeanized” Ignacio Artegui and the 
naive Lucia, who has been raised in the traditional Spanish se- 
clusion. The comparison is very favorable to Artegui, although 
he is an agnostic, and Lucia a Catholic. Admittedly Artegui’s 
agnosticism has brought him pessimism, so that his creed is 
reduced to “Creo en el mal” (p. 135). 

At times, particularly in her early books, Pardo-Bazan de- 
picts a young man whose “European” education has apparently 
availed him nought. Such is Gastén de Landrey, in <E]l tesoro 
de GastOon>. He has wasted all his patrimony traveling and 
learning nothing: “{Qué hice, en resumidas cuentas? Vivir con 
anchura; pasarme largas temporadas en el extranjero, sobre 
todo en el delicioso Paris; comer y fumar regaladamente; di- 
vertirme como joven que soy; pagar sin regatear buenos co- 
cheros y caballos de pura raza, cuentas de sastre y de tapicero, 
de joyero y de camisero, de hotel, de restaurant” (p. 314). 

Gaston de Landrey is but the last representative of an an- 
cient family which for long centuries had transmitted foreign, 
and more precisely French, influence into Spain. Although 
Pardo-Bazan was deeply interested in Spanish history and its 
problems, she did not write any real historical novels. She had 
therefore no direct opportunity of describing the “afrancesados,” 
the precursors of the modern “europeizados,” but she occasion- 
ally introduced one into the antecedents of her stories. Such, in 
<<El tesoro de Gaston>, is Martin de Landrey, the grandfather 
of Gaston. He is described as: “Uno de los nobles que en la 
lucha entre espanoles y franceses por la independencia, infi- 
cionados del volterianismo y de lo que llamaban entonces ‘ideas 
nuevas,’ abrazaron el partido del invasor” (pp. 324-25). The 
Landrey family was of French origin. It descended in direct 
line from a Breton knight who came to Spain with Du Guesclin, 
and to whom, in reward for his services, Enrique de Trastamara 
gave a fief in Galicia; in this region, very favorable to Pedro el 
Cruel, Enrique established several of his henchmen to maintain 
his authority. So, concludes Pardo-Bazan: “En cierto modo, Don 
Martinde Landrey obedecia al atavismo cuando se afrancesabat % 
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The whole Landrey family, represented more especially by the 
French knight, later by Martin de Landrey, and finally by Gas- 
ton, is thus an epitome of the continuous influence of France in 
Epain, 

Pardo-Bazancriticized the more obscurantist forms of Span- 
ish Catholicism which had done their utmost to keep foreign in- 
fluences out of Spain. There is in her a latent anti-clericalism. 
It is well illustrated in the episode of the burning of the books 
in <El tesoro de Gast6n>. Dona Emilia does not give her full 
approval to the “afrancesado” and anti-clerical Don Martin; yet 
she has but ill-concealed scorn for the intolerant attitude of his 
daughter Catalina, who, having become extremely religious, 
burns all Don Martin’s papers and books after his death. This 
burning of the books, dimly reminiscent of <Don Quixote>, is 
most dramatic and deserves to be quoted: 


Una noche, los labriegos y pescadores de la costa don- 
de se asienta el castillo de Landrey, vieron con sor- 
presa un gran resplandor rojo, y si al pronto creyeron 
que habia incendio, no tardaron en comprender que era 
una descomunal hoguera encendida en mitad del patio 
de honor. Delante de la hoguera estabe Dona Catalina 
de pie, mandando la maniobra, y dos criados traian en 
cestos libros y manuscritos, despedazaban los volu- 
menes y los arrojaban a la hoguera, atizando y cebando 
su llama con provision de lena y ramaje seco, para que 
devorase pronto aquel farrago. Gaston habia o1do re- 
ferir a su madre que alli se abrasaron las obras de 
bastantes franchutes de la cascara amarga [an expres- 
sion formerly used to describe advanced liberals], y 
muchos papelotes que probaban las intimas conexiones 
de Don Martin de Landrey con la masoneria espanola, 
su afiliacion a la secta y el alto grado que en ella po- 
seia....La quemaz6on duro hasta el anochecer, y sdlo 
al blanquear la luz del alba las almenas de las torres, 
se retir6 Dona Catalina lentamente, después de cer- 
ciorarse, removiendo con un palo la ya moribunda ho- 
guera, de que allf sdlo quedaban cenizas (pp. 326 ff.). 


The reference to Freemasonry is significant. It was introduced 
into Spain from France in the eighteenth century. The words 
“francmason” and “francmasoneria” are gallicisms. Many Free- 
masons favored the Napoleonic invasion, which, in its turn, 
helped to spread the movement. Mariano Tirado y Rojas begins 
Volume II of his indignant work <La Masonerifa en Espana> 
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(Madrid: Enrique Maroto, 1893) thus: “Inexplicable pareceria 
el delito de traicién contra la patria cometido por gran numero 
de espanoles ante la invasion de las huestes napoleonicas, si no 
se hubiera demostrado en la primera parte de la presente obra 
la que en crimen tan inaudito tuvo la secta mas6nica.” Martin 
de Landrey is thus typical. 

All the novels quoted appeared prior to the tragedy of 1898. 
It was this cataclysm which gave a sudden fillip to the “Euro- 
peanization” movement. In ‘Desde el estranjero,’ published in 
<De siglo a siglo, Pardo-Bazan describes the radical change 
that rapidly transformed Spanish public opinion. Before 1898, 
“Europeanization” was heterodox, regarded with suspicion, often 
vocal, by the majority of Spaniards, After that date, it became 
the general cry: “Nadie censura el extranjerismo; al contrario. 
Hasta entre la gente mas propensa a criar moho, se oyen frases 
de admiracion y de envidia a las cualidades de otros paises y 
otras razas — jOh, si fuésemos como ellos! murmuran con de- 
saliento y pena” (p. 169). 

Spain was backward primarily in matters of material pros- 
perity. It cannot be said that Pardo-Bazan’s belief in mechani- 
cal progress was a result of the ’98 tragedy. This conviction 
was manifest in her previous writings, particularly in <Al pie 
de la Torre Eiffel», where she describes her visit to the Paris 
exhibition of 1889. 

Her eulogy of Paris provoked an anonymous traditionalist to 
reply in a pamphlet entitled <A] pie de la Torre de los Lujanes. 
Contestacion a las cartas de Dona E. Pardo-Bazan tituladas “Al 
pie de la Torre Eiffel.” Por un Militar (B.S.P.)> (Madrid, 1889, 
pp. 62). The Torre de los Lujanes, which stands in the center 
of Madrid (on the eastern side of the Plaza de la Villa, opposite 
the Ayuntamiento) is supposed to have been the prison of Francis 
I, after his capture at Pavia. It therefore symbolizes the heart 
of Madrid and recalls Spanish victories over France during the 
Golden Age. 

The Eiffel Tower, which gave its name to Pardo-Bazan’s 
book, had been built for the exposition, a gigantic symbol of 
man’s conquest of nature. The date 1889 was chosen as the cen- 
tenary of the French Revolution. One disciple of de Maistre, 
for whom 1789 represented a triumph of the infernal hosts, con- 
demned the exhibition as the work of Satan. Pardo-Bazan re- 
jects this ultra-Catholic view and asks: “ Sera verdad que el 
Dios amoroso que nos ha creado y nos ha impuesto la ley del 
trabajo, puede mirar con malos ojos el esfuerzo titanico del 
hombre para cumplir esta santa ley?” The most concentrated 
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expression of material progress was to be found in the Galerie 
des Machines. Pardo-Bazan felt attracted above all by the elec- 
trical inventions of Edison, whose life-story she tells in fervent 
phrases, She says that when she thinks of the development of 
electricity she “feels an urge to believe blindly in endemic and 
chronic progress” (p. 196) and to repeat the lines of Leopardi’s 
‘Palinodia’: 


Aureo secolo ormai volgono, o Gino, 
I fusi delle Parche...... 


Ferrate vie, moltiplici commerci.... 


A description of the exhibit which soimpressed Pardo- Bazan 
may be found in Carl Hering, «Electricity at the Paris Exhibi- 
tion of 1889» (New York: W. J. Johnston Co., 1893). 

The advance of other nations was made unpleasantly clear 
again at the Paris Exhibition of 1900,two years after the Spanish 
disaster. Pardo-Bazan described her visit to the exhibition in 
the series of articles later published under the title <Cuarenta 
dias en la Exposicion>. On entering its portals, Dona Emilia 
exclaimed: “Vengo a ella con la fe en el progreso que siempre 
me alento y que las desdichas de mi patria han exaltado” (p. 23). 
Chapter XXI, entitled ‘Adelante,’ is a rather naive panegyric of 
material progress, as illustrated by electricity, which Pardo- 
Bazan considered to hold the key to the well being of future ages. 
Those interested in this aspect of the exhibition may consult G. 
F. Guilbert, <Les Générateurs d’électricité 4 l’Exposition Uni- 
verselle de 1900> (Paris, C. Naud, 1902). 

In conclusion, it is evident that at no period in her life did 
Pardo-Bazan’s philosophy form a closed system. This is ex- 
plicable and excusable since all the currents of contemporary 
thought were, in ever varying proportions, constantly flowing 
through her mind. Of all these currents, the most powerful was 
the gulf-stream of “Europeanization,” which, coming from afar, 
bore with it the warmthof other cultures and other civilizations. 
Pardo-Bazan’s dilemma was to decide which of these were the 
fruits of good and which the fruits of evil. She was more willing 
than most of her contemporaries to make a careful choice. 


1. See Paul Bourget, <Cosmopolis», Paris, Alphonse Lemerre, 1893, 
Dédicace, p. iii: “Plus on fréquente les Cosmopolites, plus on constate 
que la donnée la plus irréductible en eux est cette force spéciale d’héré- 
dité qui sommeille sous l’uniforme monotonie des rapports superficiels.” 
2. ‘El pais de las castanuelas,’ «De siglo a siglo>>, pp. 50-51. 

3. See Ronald Hilton, ‘Maurice Barres and Spain,’ RR, XXX (1939), 280- 
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Carlo Cordié 
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ee RN es Ae i 6/6 Se ae PEREGI 
QUOD POTUI: VENIAM DA MIHI, POSTERITAS. 
(BOSSI, <Del Cenacolo di Leonardo da Vinci>>, p. 242) 


Per nel presentare sommariamente anni sono |’<Arrigo 
Beyle milanese> di L. F. Benedetto su un periodico,’ avevo 
avuto modo di notare che tale opera bibliografica doveva essere 
per gli stranieri una miniera di notizie, e ricordavo come alcuni 
scritti inediti di Stendhal segnalati in Italia fossero sfuggiti 
persino a Henri Martineau nella sua edizione delle opere del 
Grenoblese. Basta difatti aprire i due tometti dei <Mélanges 
intimes et marginalia> (Paris, Le Divan, MCMXXXVI) e scor- 
rere il ‘Supplément aux marginalia’ (nel t. I della nota <Table 
alphabétique>, ivi, stessa Casa editrice, MCMXXXVII, alle pp. 
201-208) per osservare — secondo quanto dice il Benedetto’ nel 
regesto dell’articolo di Giorgio Nicodemi che stiamo per ricor- 
dare — che di tale interessante contributo il Martineau non 
aveva potuto tener conto “quando raccolse nel 1936, i <Margi- 
nalia>> stendhaliani” o quando (possiamo aggiungere), inseri, nel 
37, gli ‘addenda’ in testa alla sua preziosa <Table>, predetta. 

Si pensi che lo stesso eruditissimo Louis Royer, se non 
aveva registrato lo scritto del Nicodemi nella seconda puntata 
della sua <<Bibliographie stendhalienne> poté farne calcolo 
nella quinta che purtroppo doveva uscire postuma nel ’39: al n. 
638 con l’indicazione, relativa all’esemplare dell’opera del 
Bossi, <Del Cenacolo di Leonardo da Vinci>, “exemplaire 
ayant appartenu 4 Stendhal et annoté par lui”.* Avevamo indica- 
to noi stessi al compianto bibliotecario di Grenoble la descri- 
zione sommaria dell’articolo, del tutto sfuggito all’attenzione 
degli stendhaliani francesi. A maggior ragione non sara inutile 
che — anche per nuove letture delle postille del Beyle da noi 
fatte (e confortate dalla collaborazione dell’amico V. del Litto) 
— qui si parli di tali glosse poco note, e insieme, si dia una pil 
completa informazione intorno al volume del Bossi. 
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Ringraziando Henri Martineau, che, nel suo amore al vero, 
subito ci offerse di ospitare nel suo “Divan” tali ed altre ag- 
giunte ai citati <Mélanges intimes et marginalia>, e Giorgio 
Nicodemi che, nei Musei del Castello sforzesco di Milano allora 
da lui diretti, ci mostro l’esemplare postillato da Stendhal ap- 
pena venne donato — per sua iniziativa — dal possessore, osiamo 
offrire al lettore di oltre Oceano pensieri e appunti di Stendhal, 
meritevoli di essere maggiormente conosciuti nel V centenario 
della nascita di Leonardo. 


* * * 


Narra il Nicodemi nel suo lavoro (intitolato dalle prime pa- 
role dello scritto stesso, nel 1931, ‘La copia del volume di Giu- 
seppe Bossi «Del Cenacolo di Leonardo da Vinci>’)* come 
avesse potuto esaminare un pregevole esemplare dell’opera ap- 
partenuto a Stendhal e da lui segnato e postillato. Allo scopo di 
meglio considerare l’importanza dello studio intorno al libro 
del Bossi (anche se il pittore e il cultore d’arte furono per lo 
pia avversati dal Grenoblese) per la formazione di Stendhal 
esaminata a fondo da Paul Arbelet nella sua tesi di dottorato,” 
egli indicava quasi tutti i segni di lettura e ne pubblicava le 
postille. Tanto pit ora che il volume, per merito del Nicodemi, 
é venuto dal ’39 a far parte della Raccolta Vinciana del Castello 
sforzesco di Milano® ed é stato esposto per nostra iniziativa al- 
la Mostra stendhaliana del maggio’47 nella Biblioteca Nazionale 
Braidense, la nostra trascrizione — rifatta pagina per pagina — 
non sara inutile se richiamera l’attenzione su un bel cimelio 
dei Musei d’arte del Comune di Milano. Il volume del Bossi — 
<<Del Cenacolo di Leonardo da Vinci. Libri quattro di GIUSEP- 
PE BOSSI pittore> (Milano, Dalla Stamperia Reale, MDCCCX) 
— é rilegato alla rustica con un cartone rossastro, ed appare 
munito, per cura della Soprintendenza dei Musei d’arte di cui 
sopra, di una propria sopracoperta che appare di pegamoide, 
Sulla copertina della rilegatura originale si legge in inchiostro 
scuro: 


Bossi 


BOSSI [.] 


Si tratta nel primo caso, di un sicuro autografo di Stendhal, 
come conferma V. del Litto che con noi ha esaminato l’opera 
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foglio per foglio; e quanto al nome, scritto calligraficamente in 
maiuscolo (col puntino sull’I), nulla esclude che sia dello stesso 
autore francese, anche se l’esempio non € sorretto — a meno 
che ci inganni la memoria — da altri del genere.’ E diciamo 
altresi che nella Biblioteca Ambrosiana (dove, alla segnatura: 
S.L.K.VII.1, c’@ un esemplare in 4° — di pari formato di quello 
gia posseduto da Stendhal —, cartonato allo stesso modo e for- 
nito di 6 tavole, come mostra la ‘Descrizione’ ecc. di p. 263) 
esiste un esemplare in folio — alla segn.: S.C.T.IX.41 — chee 
rilegato con la medesima carta rossiccia, reca, secondo che 
avverte la ‘Dichiarazione’, 7 tavole ed ha sulla costola in in- 
chiostro: “BOSSI / CENACOLO / DI / LEONARDO / DA 
VINCI”. Puo quindi darsi che alla parola “BOSSI”, scritta da 
qualcuno della tipografia (che evidentemente, a quell’epoca, 
aveva anche un reparto di legatoria), Stendhal abbia aggiunto in 
minuscolo il nome del pittore. 

A cominciare dalla pagina incollata internamente sulla co- 
pertina vediamo le annotazioni in inchiostro che (a parte la re- 
gistrazione della data, quando ne siano provviste) non crediamo 
si possano attribuire per il solo colore dell’inchiostro al 1811, 
al ’14 e al ’16, come opina il Nicodemi.® Diamo qui la trascri- 
zione delle note secondo la loro stessa posizione — e pagina per 
pagina — nel grosso volume; apportiamo gli scioglimenti neces- 
sari (fra parentesi quadre) e indichiamo anche il titolo del capi- 
tolo — o articolo, come dice il Bossi — a cui le citazioni si ri- 
feriscono. Nel corpo del testo a stampa le postille e i segni 
sono fatti sempre nel margine esterno, che é appunto il pit am- 
pio, e naturalmente nello spazio bianco e in alto di ogni pagina. 
Essi sono a matita, se non specifichiamo che erano stati fatti 
con inchiostro. 

Leggiamo cosi sulla pagina ora citata: 


Arrivé a Vuoto® 
le 19 8.bre 1814, in Milano. 


Nel foglio di riguardo (che segniamo p.[{[1]) — in inchiostro 
scolorito vediamo (per un preciso rinvio all’opera): 


Critique juste de Raphaél 167.'° 
Subito dopo si legge, pit in nero: 


Le 2 octobre 1816 vu la Copie de Castelazzo et la bé- 
tise ou l’hipocrisie de Bossi — ™ 
c’est le mot [.] 


Stendhal si riferisce certo all’“enorme numero di difetti” 
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rilevati dal Bossi, specialmente alla p. 136 del suo testo, 

A p. [II] c’é la firma, che, riprodotta in facsimile dal Nico- 
demi a corredo della sua trascrizione, ha meglio indotto il 
Benedetto (che dello studioso era stato insegnante all’Accademia 
rif a a di Milano) a rilevare un errore di let- 
ura: 


Poli 


to M. de Beyle 

Aud[iteu]r Inspecteur G[ énér Jal 
du Mobilier de 

la Couronne. 


Nel Libro primo troviamo una sola annotazione, a p. 31, al 
capitoletto (o articolo) intitolato ‘Giovambatista Giraldi (1554)’**: 
a proposito dei suoi <Discorsi intorno al comporre dei ro- 
manzi, delle commedie e delle tragedie> ecc., e, precisamente 
per un giudizio del Bossi in merito al modo di lavorare di Leo- 
nardo, Stendhal annota a penna: 


Archi- 
-béte[. | 


Come dice il Nicodemi, lV’epiteto “@ evidente che fu scritto 
per il Bossi”** : verso costui non mancano certo documenti di 
astio da parte di chi lo stava leggendo per ricavare materiali 
per la sua <<Histoire de la peinture en Italie>. Nell’art. ‘Gio. 
Batista Armenini (1586)’, a p. 41 una lineetta a penna segnala il 
passo: “I veri precetti dell’arte non si possono trarre che dal- 
la natura e dalla ragione; gli esempi dichiarano i precetti e li 
confermano; ma ove li facciano, l’arte @ caduta, perché perde 
loriginalita”.'® (Vedremo come pit avanti, nelle note sull’ul- 
tima facciata bianca della legatura del libro, Stendhal metta un 
riferimento a questo luogo). 

A p. 48, c’@ un’orecchietta nel foglio in alto'* — magari do- 
vuta a Stendhal — all’art. ‘Vincenzo Carducho (1633)’; altre 
sono a p. 50 alla base e a p. 51 in alto: forse quest’ultime due 
riguardano lo stesso art. ‘Ilario Mazzolari (1648)’. Altra orec- 
chietta @ in alto alla p. 61, forse per l’art. ‘Richardson (1728)’. 

A p. 63 — nell’art. ‘De la Condamine (1757)’ — non si tra- 
scuri una croce per segnalare alcuni estratti del <Giornale di 
viaggio> del francese. 

Passando al libro secondo, nell’articolo introduttivo ‘Descri- 
zione generale’, vediamo a p. 76 una lineetta orizzontale a ma- 
tita per un passo dove il Bossi iniziava le sue osservazioni su 
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particolari del ‘Cenacolo’ e precisamente sul pensiero che “le 
figure sono la meta circa del naturale, quali appunto conveniva- 
no al luogo che pud ammetteré spettatori finoa sessanta braccia 
di distanza”.'” A p. 77 (sempre a matita, se non é diversamente 
indicato e nello stesso capitoletto o articolo: cosi faremo per il 
séguito) notiamo una glossa a proposito del brano in cui il Bossi 
spiega il posto dei vari apostoli nel “Cenacolo”: 


noms des 
apotres [.]*® 


Nell’art. ‘Cristo’ vi sono varie linee che denotano attenzione 
particolare per la lettura: ancora a p. 77 per l’inizio della de- 
scrizione del Salvatore’; a p. 79 (dove @ anche un’orecchieita 
al sommo del foglio) per il panneggio del pallio,”° e quindi a p. 
80 (senza dimenticare un’altra orecchietta nella parte inferiore 
del foglio) per il capo dello stesso Cristo.” 

Cosi nell’art. ‘Giovanni’ si notano vari segni: una lineetta 
con un tratto verticale per la posizione della figura di Giuda nel 
“Cenacolo” nei confronti di Cristo, di Pietro e di Giovanni, e 
quindi con una nuova linea per i tre predetti personaggi, i quali, 
con Cristo, erano “i soli forse che si poteva con mezzi propri 
fare riconoscere senza confusione”, e a p. 82,”% per l’atteggia- 
mento di Giovanni, e quindi per il pensiero il quale sosteneva 
che “se arte dell’imitare non da nella sua figura qualche cenno 
della situazione che precede l’atto a rappresentare, difficil- 
mente riuscira a dare idea di atto pronto e momentaneamente 
eccitato; e senza questa prontezza e momentaneita negli atti e 
movimenti, l’arte ha poca vita, perché la vita sta nel moto, e il 
dare idea di moto pronto e vivace con mezzi immobili é@ il 
sommo dell’arte”. 

A p. 83,” per un particolare che riguarda una raffigurazione 
di Michelangelo nella Sistina, alla frase del Bossi “forse pit 
recente cadavere”, Stendhal — come usa fare anche in altri luo- 
ghi — pone come promemoria linguistico la diretta traduzione 
francese: 


cadavre plus jeune 


e pit sotto fa quindi un tratto (verticale) e una lineetta orizzon- 
tale, secondo che sempre intenderemo)a proposito della mesco- 
lanza di due situazioni fra loro contrarie, onde “con principio a 
questo uniforme fu dal nostro Leonardo inventato il Cenacolo; in 
cui ad una unione e di dolce e religiosa effusione d’amicizia e 
di cordialita succede ad un tratto il tumulto dell’ inquietudine, la 
paura del tradimento e l’acuta amarezza del sospetto”. 
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A p. 84,”° una lineetta per la frase “Il cuore amoroso di Gio- 
vanni, all’udire il minacciato tradimento dell’amico, doveva es- 
sere prima trafitto dal dolore che commosso dall’ira”. 

A p. 85, un tratto (al solito verticale, come si @ detto) e una 
lineetta per il pensiero “Nella figura che descriviamo anche il 
piede che si vede tra i sostegni della mensa, si scorge apparte- 
nere ad un corpo riposato, non premendo sul suolo, ma soltanto 
posando con abbandono. Molli parimente e semplici sono le 
pieghe del panneggiamento composto d’una tunica e d’un pallio 
rosso, colori soliti a vedersi nelle immagini di questo aposto- 
Lopes” 

Nell’art. ‘Giuda’ sono segnati rispettivamente con una line- 
etta ciascuno tre brani che,a p. 86, riguardano la borsa di teso- 
riere dell’apostolo. Una lunga linea segnala l’appoggiarsi di 
Leonardo (per tale distintivo) “in tutto all’autorita della Scrit- 
tura”; ragion per cui Stendhal commenta: 


c’est une des faiblesses 
de Part (= |" 


Un’altra linea riguarda |’autorita apostolica che “non aveva ne 
stabile dimora né casa propria”. E notiamo, in stretto riferi- 
mento al passo, il pensiero del Grenoblese: 


Formant une société 
fugitive devant la police 
de ce tems 1a. ° 


Ancora una breve lineetta — che segue alla nota, come pun- 
teggiatura, allo stesso modo che altra volta € sottostante o in 
posizione affine — é quella collegata con un’esortazione fatta da 
Cristo a Giuda. E qui Stendhal dice: 


ame sensible — [.]”° 


A p. 88 vediamo una lineetta per “gli osservatori della mia 
copia” (parla il Bossi) e probabilmente anche per la difficolta di 
Leonardo di comporre la figura dell’apostolo traditore.*° Una 
nuova lineetta é per il pensiero: “la bellezza fisica congiunta 
alla grazia é il solo mezzo del disegno onde rappresentare la 
bellezza e la grazia dell’animo”; ma si noti subito il relativo 


commento: 
pur troppo [.]* 
A p. 91 una lineetta contraddistingue il pensiero: “basti 


rammentare l’orecchiuto Minosso di Michelagnolo”*®? (con un 
riferimento alla diceria che nel “ceffo di Giuda fosse ritratto 
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un frate qualsivoglia”, e, nella fattispecie, il padre Vincenzo 
Bandello, zio del novelliere). 

Nell’art. ‘Pietro’,a p. 92, c’é una lineetta per la descrizione 
dell’apostolo: “Acceso di onesta collera al suono delle divine 
parole, egli s’alza alquanto dal luogo ove sedea, per interrogare 
il confidente di Cristo, l’apostolo Giovanni”.*° 

A p. 93, lineetta™ per il colore delle vesti dell’apostolo, dove 
si dice che “di un bel giallo é il pallio, d’un vivace azzurro al- 
quanto chiaro la tunica”. Nell’art. ‘Andrea’, a p.94,° una line- 
etta per la frase: “sembra che la meraviglia e la sorpresa 
non lasci in lui luogo alla curiosita di sapere chi volesse il 
Maestro indicare”; e un’altra lineetta per le vesti dell’apostolo. 
(Si noti che Stendhal nell’ <<Historie de la peinture>* accusera 
il Bossi di esagerare con queste specificazioni di colori nelle 
vesti e simili). 

Nell’art. ‘Giacomo il minore’, alla medesima p. 94,°” una 
lineetta per la menzione delle <<Vite de’ santi> del camaldolese 
Malermi in una nuova edizione tradotta (Jenson, 1475) che é 
certo da considerare come una fonte di Leonardo; e un’altra 
lineetta per quanto il Malermi stesso dice dell’apostolo. 

Ap. 95,°° una lineetta per lo scoraggiamento di Leonardo a 
proposito della testa di Cristo alla quale egli non riesce a dare 
la perfezione sognata: e ancora un trattino e una lineetta per la 
figura dell’apostolo Giacomo di cui sopra, vista psicologica- 
mente: “Egli sembra sperare che Pietro otterra da Giovanni il 
segreto del Maestro, e un lieve alzamento di ciglia e una lieve 
apertura di bocca indicano abbastanza l’inquieta ansieta di uomo 
che interroga con animo dubbio, sospeso e atterrito. I] di lui 
carattere moderato non permetteva commozion d’ira o altra 
violenta espressione”. Pit. sotto una nuova lineetta mette in 
evidenza che Leonardo diede al santo “una tunica rossa che si 
avvicina al colore della tunica di Cristo, a cui pero volle ser- 
bare la tinta pit nobile e pit. tendente al porporino”. 

Nell’art. ‘Bartolommeo’, a p, 97, una lineetta sugli apostoli 
vicini a Cristo nel Cenacolo. 

Nell’art. ‘Giacomo il maggiore’, a p. 99, una lineetta sulla 
mano di Tommaso coperta dalla mano dell’apostolo di cui si sta 
parlando (e per la questione della “misteriosa mano di sei dita” 
il Bossi dice assai vivacemente), e a p, 100 altra lineetta per la 
frase: “Non vi essendo cosa che pit prontamente distrugga 
Veffetto morale della pittura, quando i dubbj che insorgono sulla 
conformazione fisica delle persone che rappresentano”. A p. 
101, altra lineetta sull’imperfezione della figura di Cristo in 
paragone di quelle dei due Giacomi. 
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Nell’art. ‘Tommaso’, a p. 102, due lineetta per i suoi atteg- 
giamenti di apostolo zelante, l’una per segnalarlo mentre “alza 
il dito della mano destra in atto di minacciare qualsisia tradi- 
tore e giurarne vendetta” e l’altra per ricordare un nuovo gesto: 
“Colla sinistra, della quale si € lungamenie ragionato nello 
scorso articolo, tiensi ancora alla mensa ed accenna di pren- 
dere un coltello con atto conforme alla forte espressione dello 
zelo animoso che accendeva questo deliberato seguace di Cristo, 
e del quale abbiamo un testimonio nel vangelo di Giovanni”, con 
un rinvio in nota che non importa qui riferire. 

A p. 103, altra lineetta per il pensiero iniziato nella pagina 
precedente: che “soli Pietro e Tommaso, nella storia evange- 
lica, diedero prova di coraggio intraprendente, e questi due soli 
fece Leonardo in azione e movimento che esprime minaccia e 
brama di vendetta per opera propria”. 

Nell’art. ‘Filippo’, a p. 105, una lineetta per il colore del 
pallio. 

Nell’art. ‘Matteo’, a p. 105, una lineetta par la manica della 
tunica. 

Nell’art. ‘Taddeo’, a p. 106, un tratto eseguito con l’unghia 
per il pensiero seguente: “I soprannomi e gli epiteti perpetui 
usati dai poeti o riportati dagl’istorici onde distinguere i per- 
sonaggi che la storia o la poesia prende a descrivere, non deb- 
bono essere trascurati dal pittore, siccome quelli che servono 
a rendere tali personaggi piu chiaramente conosciuti, e che non 
di rado esprimono cose con vantaggio imitabili dall’arte del di- 
segno”. E in fondo alla pagina per la frase: “Allorquando per- 
tanto questi soprannomi [dei vari apostoli] non hanno veruna 
relazione a quelle personali qualita che la pittura pud espri- 
mere, sieno fisiche, sieno morali, il pittore non debbe tenerne 
conto alcuno. Cosi se ‘Iscariote’ indica la tribt o il paese natio 
di Giuda il traditore, e se ‘Tommaso’ indica ch’ei nacque ge- 
mello, poco lume e soccorso avranne la pittura”, Stendhal an- 
nota in basso del foglio, al termine dello stampato: 


Dieu! que cet homme est ennuyeux et vide! 


A p. 107 (per un’altra riflessione sui soprannomi degli apo- 
stoli e su quelli dei personaggi di Omero, con relativo paragone 
per cui “sarebbe errore pittorico il rappresentare in attitudine 
esagerata e furibonda Giacomo ‘il Giusto’ o in attitudine fredda 
ed indifferente gli ‘Zeloti’ e i ‘Figli del tuono’: come egual- 
mente lo sarebbe il rappresentare Achille con gambe tarde e 
pesanti, il dipingere con braccia brune e con occhi piccioli Giu- 
none”), Stendhal dice: 
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la chose la plus pénible que 
j’ai faite for the H[istory], est 
celle de lire cétte compilation.” 


E pit sotto, a proposito del pensiero del Bossi in merito a Leo- 
nardo (per cui “l’analizzare minutamente tutto cio che aquesta 
sua principale opera appartiene non dovrebbe, a mio parere, 
recar tedioacoloro che intendono ed amano le cose pittoriche”), 
lo spietato nostro M. de Beyle annota: 


al contrario tedio 
e sbadigliamento 
grandissimo.*° 


Nell’art. ‘Simone’, a p. 112,** un tratto e una lineetta a pro- 
posito del fatto che Leonardo pit di una volta raccomanda di 
vestire largamente i vecchi, e con panni di modesti colori alla 
eta e gravita loro convenienti, e a proposito del colore del pallio 
dell’apostolo, giallo e rossiccio. 

Nell’art. ‘Del luogo dell’azione’,a p. 114, una lineetta*? cer- 
to per l’ultima parte del seguente pensiero : “[Leonardo]fece 
una gran sala ad angoli retti che si vede sulla linea della sua 
lunghezza; pezzo con cui il pittore puo dare idea di una gran 
vastita in poco spazio”; e, a p. 115, una lineeta per la sala (“Le 
tappezzerie erano ornaie di rabeschi di un rosso gentile in 
campo verde”): un’aitra lineetta e l’indicazione a margine : 


— porta** 


riguardo la frase: “Col cielo che dalla porta pit largo si vede, 
fece campo alla sua figura principale e la rese cosi distinta e 
cospicua”; e una lineetia*® ancora per il finale dell’articolo 
stesso : “Nell’orizzonte [che si scorge dalla finestra del Cena- 
colo| non si veggono distinti né alberi né edifizj. Tutto spira 
quella quiete che regnava sul Sion e che, secondo narrano gli 
storici sacri, fece a Cristo preferire quel luogo per la celebra- 
zione de’ suoi principali misterj”. 

Nellart. ‘Della mensa e delle altre parti accessorie’, a p. 
116," ° una lineetta per Leonardo che “ha osato fare i suoi apo- 
stoli seduti a mensa, e non a giacere, come dalle proprie parole 
della Scrittura si pud giudicare che stessero nell’occasione che 
fa argomento del nostro quadro”; a p. 117, un’altra lineetta sul 
pensiero che “€ dovere del pittore l’accomodarsi all’opinione 
generale quantunque erronea; e cosi fece Leonardo, cui premea 
di commuovere per dilettare ed istruire moralmente, non di 
erudire in freddure, distruggendo quel che arte ha di meglio” 
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(egli, pur sapendo dell’uso di giacere, fece Cristo e gli apostoli 
seduti alla tavola). Si nota quindi la nota marginale: 


— tres vraie, touche a 
la question de la 

verité historique dans 
les tragédies.*” 


Piu sotto, nella stessa pagina, un’altra lineetta e la postilla: 
Remarque essentielle.*° 


per l’osservazione sulla tradizione dell’iconografia religiosa, 
per cui “ogni idiota, senz’avere a lungo posto mente ad alcuno 
speciale ritratto 0 a storico qualsivoglia lavoro di disegno, ri- 
conosce a colpo d’occhio le fisionomie di Cristo, di Pietro, di 
Giovanni, e le imitazioni delle principali storie evangeliche o 
bibliche”. 

A p. 118, una lineetta richiama l’attenzione sul pensiero se- 
condo ilquale per la tradizione iconografica “venne notabilmente 
ritardato lo studio diretto della natura, solo perché tale studio 
avrebbe condotto l’arte a rappresentazioni diverse da quelle che 
i piu antichi monumenti e le tradizioni avevano impresso nelle 
menti degli uomini”; quindi Stendhal si chiede al riguardo: 


est ce vrai?*® 
Segue un’altra postilla marginale (senza lineetta alcuna): 
to take for the life of Giotto. ”° 


per il finale di un brano che, secondo il Grenoblese, servira 
come “fonte” propria : esso riguarda Giotto che “primo di ogni 
altro [...] senti la necessita d’imitare direttamente la natura 
e non gl’idoli fantastici che pit o men male s’imitavano prima 
di lui dai maestri greci ed italiani. Cid non ostante, ei di poco 
si scostO dagli antecessori nelle sacre rapprentazioni; e se 
ardi talora scostarsene, spintovi dall’obbligo di variare cui era 
astretto dalla copia immensa delle opere e dalla rara fecondita 
del suo genio, cid avvenne con poca sua lode e talora con rim- 
provero d’irreligiosa bizzarria”. 

Al fondo della stessa pagina si vede una croce” (che certo 
rappresenta, come altrove fa lo stesso Beyle, un segno di let- 
tura piu degna di rilievo) per la frase seguente: “La totale ri- 
voluzione del modo di studiare e di vedere per quanto spetta 
alla figura umana, doveva operarsi dal gran Masaccio, se la 
morte non l’avesse interrotto nel fiore dell’eta e nel vigore delle 


sue prove” ecc. 
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A p. 119, una lineetta per la riflessione che: “intanto la rica 
chezza, le scienze e la filosofia cominciavano a sostenere e ad 
istruir l’arte, in Toscana sotto il vecchio Cosmo, in Roma, sotto 
i papi che la riedificavano, in Lombardia sotto gli ultimi Vi- 
sconti e i primi Sforza”.”” 

Pit sotto v’é un’indicazione, assai significativa per quanto 
riguarda confessioni piu o meno bizzarre di Stendhal ai margini 
dei suoi libri: 


é 2, 53 
je meurs de sommeil. 


Non @ detto che tocchi direttamente il brano a cui sembre- 
rebbe riferirsi quale postilla; comunque esso riguarda la cul- 
tura dell’umanesimo e il fatto che “la erudizione che pure inda- 
gava gia tutta l’antichita, trascurando pur anche i dispersi e non 
abbastanza stimati monumenti dell’arte, non pote contribuire a 
correggere gli errori del volgo e degli artefici”, ecc. 

Segue, poco sotto, una lineetta™ per la frase: “Questo ri- 
spetto dell’arte al vero ideale del volgo fa si che in tutte le an- 
tiche rappresentazioni trovasi sempre un embrione delle com- 
posizioni susseguenti, soltanto arricchite di nuovi ornamenti ed 
artiliz)”: 

E indichiamo ancora una glossa (interessante come proposito 
di lavoro, almeno per una comparazione): 

voir Mengs.”” 

Essa riguarda la frase: “Ma finalmente apparve Andrea del 
Verocchio. Egli era filosofo e conosceva le arti del disegno per 
ragionevoli teoriche e per abbastanza lodevole pratica. Egli il 
primo rinnovo l’arte inventata da quel Lisistrato statuario, fra- 
tello di Lisippo, quella cioé di formare i corpi vivi con cera e 
gesso,e contribui anche per essa non poco a perfezionare l’imi- 
tazione, specialmente nelle cose di rilievo”. 

A p. 120” vi sono tre lineette, ciascuna per i pensieri che 
riportiamo qui di séguito e che distinguiamo con numeri: 

I) “Intanto fine all’epoca di Leonardo non vi era monumento 
alcuno noto in cui si rappresentassero antichi triclinj o letti- 
sternj; e una figura, sdraiata su di un letto per porsi a mangiare 
sarebbe stata non solo cosa strana e nuova, ma assolutamente 
ridicola”, 

II) “In fine era opinione generale che a mensa si sedesse, e 
appena poteva esser notizia di pochi che si giacesse”. 

III) Se il Cenacolo fosse stato dipinto con Cristo e gli apo- 
stoli non seduti ma sdraiati, si sarebbero “in oltre vedute 
molte figure in iscorci stranissimi, come ne sono prova i pochi 
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cenacoli cosi tratti, non escluso quello di Niccold Possino; i 
quali scorci, a ragione disapprovati da Leonardo nel suo Trat- 
tato, sono spiacevoli sempre, ma sono tanto pit ingrati [la ri- 
flessione segue a p. 121] e da fuggirsi in argomenti gravi e 
maestosi” ecc. 

A p. 122, in alto del foglio, v’é un’annotazione di Stendhal: 


chose commune mais 

trés vraie, grand 

avantage de l’H[istoire] sur 
les ouvrages de Lanzi et 
autres.” 


Questo riguarda (e ne vedremo un riferimento anche in un 
appunto alla fine del volume) un pensiero che comincia a p. 121 
sull’argomento del dipingere 0 meno una sacra “Cena” con per- 
sonaggi messi a giacere: “La cagione per la quale l’imitazione 
non fa volentieri sentire la scienza, quantunque per sé bella ed 
utile, viene da quanto si @ accennato, cioé perché la scienza si 
rivolge alla ragione e non alla fantasia cui l’arte vuol sempre 
dirigersi. PerciOo ogni artificio visibile 0 sensibile che di ne- 
cessita risveglia il [segue a p. 122] raziocinio, interrompendo 
la commozione della fantasia, diminuisce o perde del tutto l’ef- 
fetto dell’imitazione. Cosi un poeta che faccia inopportunamente 
pompa, per esempio, di anatomia, 0 un poeta che faccia il logico 
o il metafisico, non trarra onore alcuno dall’opera sua”. 

Nell’art. ‘Dei difetti del Cenacolo’, a p. 124, si nota una li- 
neetta°® per: “V’ha anche cui non piace di vedere undici figure 
dimezzate alla mensa orizzontalmente: altri le trova collocate 
l’una troppo presso dell’altra”. Vediamo quindi un’altra lineet- 
ta? per: “Vi fu ancora chi trovo troppo simmetrica la distribu- 
zione delle figure che sembrano a primo aspetto comporre 
de’ gruppi uniformi e ciascheduno di tre personaggi”. 

A p. 125, una lineetta®® attira lo sguardo sul fatto che “il 
compasso del freddo critico trova nell’Apollo di Belvedere una 
gamba pit lunga dell’altra, nel Laocoonte un’orecchia fuor di 
luogo” ecc. Nel finale poi dell’articolo (e, insieme, del Libro 
secondo) un secco 


beta!® 


del nostro Stendhal colpisce una certa volatina del Bossi sui “di- 
vini ingegni” per cui “la posterita, mentre non cessa d’ammi- 
rarli, non dee disperarsi di poterli imitare, fatta certa ch’eglino 
erano uomini al pari degli altri, e che solo agli altri soprasta- 
vano coll’altezza e colla meravigliosa nobilta dell’artificio”. 
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Entrando nel Libro terzo, con l’articolo ‘Delle copie in ge- 
nerale’, vediamo che a p. 127 una lineetta® segnala che “la na- 
tura cessoO di essere la maestra dell’arte, e l’arte maestra di 
sé stessa fu chiusa in angusto confine e comincio a ripetere le 
sue produzioni”; e che a p. 128°° (dove vi @ anche in alto, un’o- 
recchietta), Stendhal indica con una lineetta ciascuno due pen- 
sieri, l’uno sul fatto che, nel secolo XV e negli antecedenti, “gli 
artefici avevano un’ opinione abbastanza elevata della forze del- 
Varte e di se stessi”, e perciO “di quei tempi non s’incontrano 
copie propriamente tali, cosa degnissima d’essere osservata da 
chi guarda con ragion filosofica la storia dell’arte” e un altro in 
cui se ribadisce per ragioni tecniche che “non si vede nelle 
quadrerie pit numerose nessuna vera copia anteriore al secolo 
decimosesto”. 

A p. 129, una lineetta™ segnala che “l’uno de’ guasti della 
pittura, per avviso di molti, conforme all’espresso dal Lomaz- 
zo, fu la scoperta e l’abuso delle stampe [segue il commento 
relativo nelle ‘Annotazioni’ del Libro secondo a p, 254] le quali 
ammorbavano I|’Italia nel Cinquecento, e prestando tutti gli ar- 
tefici dozzinali le altrui invenzioni, distolsero le menti dallo 
studio e la pittura cadde in tanta bassezza da essere per sino 
confusa colle arti meccaniche”. 

A p. 130, una lineetta®® sulla difficolta di fare buone copie 
dotate di pregi d’arte: “E disgraziatamente una sola copia di 
questo genere vanta l’elenco che son per dare di quelle del Ce- 
nacolo” ecc, 

Nell’art. ‘Copia dello Spedale maggiore di Milano (1500 cir- 
ca)’, a p. 132, vi @ una lineetta™ nella fine del periodo con cui 
tale articolo si chiude: “Questa copia della quale non ho trovato 
ricordo presso veruno scrittore, fu in pericolo d’essere im- 
biancata venticinque anni sono, [1 dotto amatore delle antichita 
patrie signor Giuseppe Vailati fu in tempo ad impedire tale dis- 
ordine. E desiderabile che si trovi un modo onde por freno a 
simili arbitrj de’ quali sono frequenti gli esempi anche recen- 
tissimi”. 

Nell’art. ‘Copia del refettorio del Convento di san Barnaba 
in Milano [€ fatto rinvio — con una nota 5 — ad una delle anno- 
tazioni del Libro terzo, a p. 254] (1500 circa)’, si osserva nella 
stessa p. 132 una croce’’ fatta con Vunghia (che non possiamo 
escludere sia del Beyle: non sembra — e cosi si dica di altri 
segni — una traccia lasciata dal legno d’una matita) riguarda il 
pensiero per la relativa copia: “Il carattere, in ispecie delle 
teste, l’'annunzia evidentemente per opera di Marco da Oggiono”,. 
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A p. 133, lineetta® sul tralasciare (per la rapidita dell’ese- 
cuzione) anon solo le nature de’ colori, ma il tempo di meditare 
le giuste collocazioni delle tinte e di unirle e di fonderle insen- 
sibilmente. Era anche un tal metodo comune a tutte le scuole, 
né lo sdegnarono i migliori coloritori, come puo vedersi in va- 
rie opere imperfette, non solo del inet e del Frate in Firenze, 
ma del Correggio in casa Doria a Roma, e del Tiziano stesso a 
Napoli e d’altri grandi altrove”. Altra lineetta € per il finale 
del seguente pensiero: “Generalmente 1’Oggiono ancora ha poco 
disegno, ed il principale suo pregio sta nelle teste, sebbene an- 
che in queste non sia sempre uguale a sé stesso. Quando vi at- 
tese a dovere, é fiero, di gran rilievo, di forte colorito, comeché 
alquanto caricato e monotono”. 

Nell art. ‘Copia del convento di Castellazzo (1510-1514)’, 

p. 135,° ° all’ inizio di un pensiero per cui “i girolomini di Ae 
etellazzo e i certosini di Pavia” richiesero copia del ‘Cenacolo’ 
(e seguono i nomi di allievi del Vinci, atti a tale bisogna: Ce- 
sare da Sesto, Bernardino Luini, il Boltraffio, il Melzo, il Sa- 
laino e Marco d’Oggiono) Stendhal annota: 


Nom des eleves 
de 
Leonard. 


Piu sotto una lineetta” — e parte dal testo in cui sottolinea 
le parole che qui segneremo in corsivo — tocca ancora il testo 
relativo a Marco: “Il non poter egli allontanarsi dalla citta, 
nella quale doveva molti ajuti e molte opere fu cagione che la 
copia dei certosini, ‘contro il costume’ di quei tempi per le 
opere grandi, venisse eseguito a olio; ed anche cid mi conferma 
nell’opinione che contemporaneamente l’una e l’altra venissero 
da lui e da’ suoi discepoli 0 compagni eseguite”. 

Nell’art. ‘Copia di s. Germano in Parigi (1517 circa)’ — ap- 
punto sulla copia di Saint-Germain-l’Auxerrois, che, dice il 
Bossi, sarebbe stata distrutta o andata perduta durante il ese 
do della Rivoluzione francese — un’ampia croce a matita™ a p. 
139 segnala che “si legge ricordo di questa copia nelle opere 
del D’Argenville, del Le Comte e d’altri molti che copiaronsi al 
solito a vicenda”, 

Nell’art. ‘Copia nella chiesa di Ponte Capriasca (1505)’, a 
p. 146™ una nota di Stendhal (unita a una linea): 


to take that, maniére de 
donner les noms 


si riferisce a un’iscrizione in latino — in bentre righe di tutto 
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maiuscolo con abbreviazioni — sui nomi degli apostoli secondo 
il loro ordine nel Cenacolo. Eyvidentemente il nostro lettore — 
che @ proprio “homo pro se” — @ preoccupato per il modo con 
cui rendere la lunga iscrizione nella propria <Histoire de la 
peinture en Italie>. 

Nell’art. ‘Delle stampe del Cenacolo’, cominciamo a notare, 
nella p. 162 in alto, un’orecchietta del foglio (la quale anch’essa 
potrebbe essere di Stendhal) e soprattutto piu sotto — l’avver- 
tenza ben nota: 


to take ® 


con una lineetta per il testo: “Se il Raimondi che ci serbo qual- 
che pezzo del cartone di Michelagnolo, avesse fatto lo stesso di 
quello di Leonardo, ben altra idea si avrebbe della battaglia 
d’Anghiari, di quella che ci serbo 1’Edelink copiando una cari- 
catura del Rubens”, 

A p. 163,“ un’altra postilla preceduta da lineetta: 


— bonne bétise 
ridicule[. ] 


I] tutto riguardo un particolare ricordato dal Bossi, per “la 
Dissertazione del camaldolese Costadoni e l’altra di Pier Tom- 
maso Ansaldi, nelle quali si ragiona a chiare note ‘del gran 
pesce Cristo, anzi della sua carne cotta sul Golgota’”. 

A p. 164, Stendhal commenta con la sua caratteristica frase: 


Pathos vague” 


un pensiero del Bossi per le qualita di Leonardo, mancanti nella 
stampa del Cenacolo fatta dal Morghen (in Firenze, nel 1800), 
cioé “le parti pit. squisite dell’ opera, e quelle per l’appunto 
nelle quali pit il Vinci si distingueva, come sarebbero la dolce 
ed equilibrata distribuzione de’ lumi motivata in ogni menoma 
parte, la mirabile varieta delle parti simili ne’ diversi perso- 
naggi, come de’ capelli, delle mani, de’ piedi, ecc.; la finezza e 
forza dell’espressione, la concinnita delle parti col tutto; la 
prontezza de’ moti, la grandezza de’ caratteri, la precisione 
senza minutezza, la grandiosita senza negligenza; quello stile 
in somma morbido, non molle, deciso, non duro né aspro, vero 
sempre, sapiente, profondo; quello in fine che caratterizza il 
restitutore della greca pittura, il sublime Leonardo”. 

Alla fine della pagina, dove il Bossi si augura sia fatta una 
nuova stampa da tale “intagliatore fra noi [con rinvio ad una 
delle ‘Annotazioni’ del libro terzo, a p. 256: ‘Il cavaliere Giu- 
seppe Longhi, il quale attende ora ad incidere lo sposalizio 


STENDHAL E BOSSI 323 


della Vergine di Raffaello’ |” che ha ingegno e mano da soddis- 
fare, ove st voglia, i pit sottili ed esigenti conoscitori. Il che 
se avvenisse, sarebbe avverato quel quasi augurio dell’editore 
torinese del Baldinuce!: che vedemmo nel libro primo, e la no- 
stra citta nella quale nacque e peri l’opera originale, le avrebbe 
allora resi tutti quei tributi con cui poteano le arti tramandarne 
ai posteri la memoria”, Stendhal allegramente annota: 


Voila une 

platitudine particuliére 
a l’Italie, et assez 
fréquente.”” 


Nell’art. ‘Delle imitazioni del Cenacolo’, a p. 166,” con in- 
chiostro rossastro (che il Nicodemi riferisce al 1816, mentre 
ci sembra poco sostenibile un criterio del genere per datare le 
postille manoscritte) vediamo un tratto verticale tutto ondulato 
e una lineetta orizzontale per il seguente pensiero: “L’imitare 
un’opera come il Cenacolo, la quale determinO l’epoca della 
rinnovata perfezione della pittura, non € come il far quadri e 
gruppi dietro gli avanzi delle antiche pitture greche 0 romane 
che Raffaello cercava nelle terme di Tito,a Pozzuoli ed in Gre- 
cia. Queste anticaglie in parte perivano, appena dissotterrate; 
in parte dopo dissepolte venivano ricoperte” ecc. 

Nell’art. ‘Della copia del Viceré d’Italia’, p. 174, in alto, 
c’e una croce fatta con l’unghia™ per il pensiero che ha inizio 
al fondo della pagina precedente: “Il qual giudizio [modesta- 
mente proferito dal Bossi sulla propria copia del ‘Cenacolo’, 
dato che di suo ‘non c’é che qualche pratica del disegnare, e il 
merito d’aver conosciuta la buona origine della copia del Bian- 
chi’] se per avventura paresse troppo rigido agli amici miei o 
a coloro che poco sanno dell’ arte, o finalmente a quegli artefici 
[p. 174] che poco amano lo studio o la fatica (che parra certo 
dolcissimo a quelli che delle altrui fatiche sono invidiosi), io, 
non ho altra appellazione se non alle opere che spero potere in 
processo di tempo mostrare”. 

Trascurando a p. 177 un segno che sembra un tratto oriz- 
zontale a penna, ma non é che una sporgenza nerastra della fi- 
bra della carta, notiamo sotto la tavola — nel limite destro — 
della ‘Testa di un giovane con capelli ricci, tolta da un disegno 
a lapis creduto di Cesare da Sesto. E incisa dal signor Giusep- 
pe Benaglia’, ®° sulla p. 180, una postilla illustrativa a matita 
che conferma un’attenzione pit avanti dichiarata in un appunto: 


81 
Cesare da Sesto. 
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Segnaliamo (per una completezza che comunque non arreca 
danno anche nella sua precarieta) che a p. 182 in alto vi é una 
nuova orecchietta del foglio: pud darsi che indichi, al pari delle 
precedenti, un segno di lettura dovuto al Beyle. 

A p. 186 82 ’@ una lineetta a penna che sembra riguardare un 
brano in cui il Bossi, dopo aver detto di aver elevaio le tinte 
della sua copia del ‘Cenacolo’, prosegue specificando che la pri- 
ma ragione di tale metodo “é perché all’abbassamento de’ co- 
lori pur troppo provvedono gli anni, ed é piu sano consiglio 
V’offendere il paziente giudizio di qualcuno o far rimanere le 
opere armoniche per alcuni secoliche non per la gloriuzza pre- 
sente per tale impasto di tinte che poi presto s’adombri o vada 
in fumo”. 

Passando al Libro quarto, nell’art. ‘Del tempo impiegato da 
Leonardo nel Cenacolo’, notiamo a p. 190 una nuova orecchietta 
al sommo del foglio e, a p. 191, un tratto a unghia®™ per la frase: 
“Contrasterebbe pero alla mia opinione circa il tempo dato da 
Leonardo al Cenacolo, una nota che nell’antica stampa lesse e 
cito nel suo libro il padre Pino, la quale dice dipinto il Cenacolo 
nel 1496 e 1497”. Subito dopo, nella stessa pagina, a riguardo 
dei ragionamenti relativi a “provare che Leonardo fu il primo a 
dipingere nel refettorio”, Stendhal dice in una sua postilla: 


quelle critique. Cet 
auteur deraisone 
complettement [.]™ 


Si aggiunga che fra la pagina 190 e la 191 fa da segnalibro una 
strisciolina di carta dell’epoca: assai piu leggera di quella 
usata per il libro, é, si direbbe, un ritaglio di legatoria. 
Avvertendo per scrupolo che, a p. 202, nell’art. ‘Opinioni di 
Leonardo intorno alle proporzioni del corpo umano’ v’é un pe- 
luzzo di fibra sporgente dalla carta il quale non va preso per 
nessuna ragione come un segno di lettura,”° possiamo passare 
all’art. ‘Delle ricerche di Leonardo intorno ai componimenti 
delle istorie’, a p. 231. Qui il Bossi si sofferma sullo schizzo 
del Vinci “per una Nostra Donna col putto e la madre sant’An- 
na” (riprodotto nella tavola di fronte nell’incisione — pit avanti 
menzionata da Stendhal — di Francesco Rosaspina: ‘Piccolo 
gruppo di Sant’Anna colla Vergine, il Bambino ed un Agnello’),® 
e dice: “Ora chi crederebbe che questo semplice gruppo che 
superficialmente considerato non rappresenta che un giuoco 
puerile e uno scherzo famigliare, se pit. profondamente si os- 
servi, rinchiude l’artifizioso concetto di una sublime e delicata 
invenzione? Non é qui l’agnello il consueto seguace del Batista, 
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né v’é qui il Batista bambino, checché si dica dal negligente 
Vasari, indotto precisamente in errore dall’agnello: esso @ qui 
soltanto siccome simbolo di vittima, antichissimo simbolo, ri- 
cevuto in ogni tempo e soprattutto adottato dalla Scrittura. Il 
divino infante si mostra desideroso di prenderlo, con che viene 
espressa la di lui brama di farsi vittima per l’umana salute e 
di consumare presto il sacrifizio per cui fu spedito in terra dal 
padre celeste”. E a sua volta Stendhal annota: 


betise et emphase 
moderne d’Italie.®” 


A p. 233 (oltre un’orecchietta in alto) c’é una glossa, questa 
volta illustrativa, di Stendhal a proposito del “quadro dipinto dal 
Salaino” — con rinvio alla nota 47 del Libro quarto, che a p. 262 
ricorda che la “bell’opera fu di recente acquistata da S. A. I. il 
Viceré d’Italia, e l’ha aggiunta ad altre preziose opere di cui va 
continuamente adornando la sua Villa in Milano”, quadro “che si 
conserva nella sagrestia di san Celso”. Difatti il Grenoblese 
registra nel margine stesso la notizia relativa al dipinto: 


achete par le 
Viceroi [.] ® 


Passando al corpo delle ‘Annotazioni’ poste in fin di libro, 
tre interessanti postille di Stendhal son quelle relative a un te- 
sto di cui nella lunga nota 23 del Libro primo (pp. 246-249). Si 
tratta d’un passo di un’operetta del Guarna “scritta in latino, 
non senza eleganza e con molto brio”. Essa (dice il Bossi, p. 
246) @ “intitolata <Simia> e fu stampata, cid che @ notabile, da 
Gotardo da Ponte in Milano, dove era recente la memoria di 
Bramante. Vi sono interlocutori, oltre Bramante, varj perso- 
naggi noti, e vi si satirizzano con grazia i curiali, i ricchi, gli 
avari e i viziosi d’ogni maniera. Nel pezzo che qui riporto par- 
lano San Pietro, Bramante e Alessandro Zambeccari bolognese, 
chiamato splendore e gloria della curia romana? La scena Si 
rappresenta alle porte del Paradiso”. 

A p. 247, in alto a destra, Stendhal scrive un appunto di la- 


voro: 


Bon [.] Comique to take 
for Bramante 
2 bre 1816 [.]” 


Tornado al testo stesso della lunga nota (che Stendhal usera 
a cominciare dall’ «Histoire de la peinture> e chiarendo che il 
testo @ dato dal Bossi in traduzione italiana senza trascurare in 
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nota qualche altro ragguaglio sull’operetta, possiamo riportare 
da p. 248 — con talune integrazioni per i nomi degli interlocuto- 
ri —-il passo in cui essi discutono sui problemi del libero arbi- 
trio, della liberta e della licenza: 

S[AN] P[IETRO.] E quali sono queste leggi della natura? 

B[RAMANTE.] Che l’uomo non ammazzi, non rubi, non in- 
giurj alcuno: del resto mangi, bea, faccia tempone, e se avra 
senno, seguira a parer mio la beata indolenza di Epicuro. 

Qui Stendhal fa un tratto verticale e, nel curioso modo che 
riportiamo, scrive la seguente glossa: 


tius 
Morale d’Helve [.] 


Sibito il dialogo” riprende non meno vivace: 

A[LESSANDRO.] Rispondimi una parolina, o Bramante, ma 
senza andar in collera. 

B[RAMANTE.] Di’ pure. 

A[LESSANDRO.] Hai tu ben serbate le leggi della natura? 
..-Di che ridi? Alle parole dell’ultimo interlocutore Stendhal 
appulcra una definizione (che potrebbe assere scabrosa): 


Socratisme [.] 


A p. 257° una lineetta per parte della nota 42 al Libro terzo 
(relativa al testo di p. 182, dove appunto si trova un’orecchietta 
in alto): “Fra Giovanni Angelico poi peccava in questo, che fa- 
ceva fisonomie dolci a tutte le sue figure di qualunque carattere 
si fossero” 

Consideriamo altresi che nel verso del foglio di guardia col 
quale si chiude il volume, poco prima del timbro di carico della 
“Raccolta Vinciana” si nota una rasura che non sappiamo se 
esistente ai tempi in cui il Nicodemi compi le sue ricerche: 
comunque egli non segnala in tale luogo postilla alcuna di Sten- 
dhal o di altri eventuali lettori. 

Nel foglio incollato internamente sull’ultima copertina si 
notano varie annotazioni, parte a penna (certo le piu recenti, 
come si desume anche nella loro posizione nel contesto) e parte 
a matita. Le trascriviamo nel loro ordine. 

In alto troviamo a matita: 


page 118, instruction. La R[eligi]on retardant l’art, 
Moral ici f{or] la révolution de la peinture[. ] 


Certo queste parole si riferiscono, come gia il Nicodemi eb- 
be a segnalare, al brano del Bossi, luogo citato, dove il pittore 
dice che “quella stessa religione, per cui rinacquero e furono a 
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lungo nutrite le arti d’imitazione, si opponeva stranamente alla 
loro perfezione e ne ritardo di qualche secolo il conseguimento 
presso gl’Italiani e presso_ i Greci, come pare lo impedissero 
del tutto presso gli Egizj”.°° 

Segue, parimenti a matita: 


121 phrase good for motto of history 


Anche se doverosamente citiamo in nota un’altra congettura del 
Nicodemi (studioso di cui va sempre riconosciuto il merito di 
aver comunicato le note inedite di Stendhal e di aver assicurato 
il raroesemplare ad una pubblica biblioteca), crediamo che que- 
sta postilla debba riferirsi ad un pensiero del Bossi, che si tro- 
va nella pagina citata e, per brevita e schiettezza, avrebbe me- 
ritato di essere preso ad epigrafe — per generoso omaggio da 
parte d’un nemico — almeno per il primo tomo della <Pein- 
ture>: “Se i precetti bastassero per fare un’opera bella, il 
poema del Trissino sarebbe migliore di quello dell’Ariosto”. 

Seguono a penna altre postille (sempre nella pagina incollata 
alla parte interna della copertina), nelle quali il Nicodemi vuol 
vedere una contraddizione non considerando che si tratta di note 
saltuarie e stese in diversi tempi.” Nel caso presente non ap- 
pare bene a quale pensiero del Bossi esse si riferiscano. 


Cela est vide. L’auteur n’a aucun 

talent, mais en revanche il est assez 
pédant. 

Sa qualité remarquable c’est le Vuide[.]” 


Di fianco (mentre un tratto trasversale divide i due scritti) 
é aggiunta la seguente considerazione: 


Le lecteur se tue a abreger 

ce que l’auteur s’est tué 4 delayer 
dans une infinité de paroles, dit 

Mont[ esquieu, ] lett{ res] persanes[.]°’ 


Nuovi appunti a penna (che il Nicodemi riferisce ancora, non 
sappiamo con quale fondamento, all’anno 1814)°° seguono ora: 


41. une idée.”” 


Il riferimento va quindi fatto ad un pensiero, gia da noi men- 
zionato, perché munito di leggiero tratto di penna a margine. 
Tale pensiero sempre alla predetta p. 41, continuava cosi con un 
successivo sviluppo: “Ben altrimenti furono i precetti di Leo- 
nardo, ed é bello lo scorrere tutti i suoi libri senza trovarvi un 
solo esempio quasi ch’egli credesse per far torto all’evidenza 
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delle verita che si traggono direttamente dalla natura, soste- 
nendole colle prove dell’arte, figlia di troppo debole antichita a 
petto di siffatta madre”. A tale brano fa nuovamente rinvio il 
nostro Stendhal con la postilla: 


1 rr della natura. Je comprend bien cela en com- 
parant les imitateurs de Moliére tel que Cailhava aux 
imitateurs della natura tels que Fabre, Beaumarchais, 
Marivaux. 


Nuovi appunti — sempre a penna fin che non avviseremo in 
contrario — sono i seguenti: 


118. idée sur la reli[gi]on empechant le beau [.]** 


Questo pensiero (che é preceduto — come abbiamo segnato 
graficamente — da una lineetta e parimenti é chiuso da un’altra) 
é scritto a matita e dice: 


136. To see this copia. 


Si tratta di un riferimento alla descrizione, come s’intitola 
della ‘Copia del convento di Castellazzo (1510-1514)’.*” 

A destra e di fianco, nel solito inchiostro alquanto scolorito, 
leggiamo verso il margine una nota di questo tenore: 


27 gbre [1816]*° 
M. l’abbé Tor[dor]o qui a ete 5 ans 
a Rome me vante comme la 1. 
des Copies du Cenacle celle qui est 
chez le neg[ocian]t 

Passeti 
au coin de la Rue des Tenaglie 
vicino alla piazza Fontana. 
C’est celle de la Chartreuse 
de Pavie [.]*™ 


Di fianco e a sinistra, con inchiostro assai nero, notiamo al 


centro della pagina (sostenuto da una bella lineetta) il riferi- 
mento: 


247. Dialogue 
Comique. 


Si tratta, come é evidente, di una segnalazione del dialogo 
<<Simia>, gia precedentemente ricordato,!° 

In basso a quest’ultima pagina — dove Stendhal ha fatto un 
giudizioso estratto di tutte le parti che maggiormente lo pote- 
vano interessare nella rielaborazione di principi critici e di 


*STENDHAL E BOSSI 329 


impressioni d’arte ~ — leggiamo alcune indicazioni a matita: 


To ask to Bossi the dessein of the page 2311°” 
Celui de Cesare page 180! 
Aux Classiques celui d’Amoretti!® 
ai band? 
La Cene 
La descente de croix de Daniel 
La Leda de Michelange.+!+ 
to see Brera au trait [.]1!? 


Per i due riferimenti delle pagine 231 e 180 abbiamo gia vi- 
sto in precedenza, da varie glosse, come Stendhal richiamasse 
la propria attenzione su due incisioni del Rosaspina e del Bena- 
glia. Quanto all’annotazione sul ‘Cenacolo’ leonardesco, sulla 
‘Deposizione’ di Daniele da Volterra e sulla ‘Leda’ michelan- 
giolesca possiamo dire — col Nicodemi — che queste parole “si 
richiamano al proposito dello Stendhal di ornare con incisioni in 
rame la ‘sua opera, proposito che non ebbe effetto perché non 
riusci ad accordarsi con gli incisori che aveva interrogato”.'* 
Si tenga pero anche conto che |’ultima annotazione, dal Nicodemi 
non bene intesa in parte, si spiega se riferita a disegni da ve- 
dere nella galleria di Brera, probabilmente per il medesimo 
fine di illustrare la <<Peinture> con alcune tavole. 


* * * 


Col suddetto appunto terminano le note di Stendhal al Bossi, 
gia provvidamente comunicate agli studiosi da Giorgio Nico- 
demi, ma purtroppo non a sufficienza note agli stessi speciali- 
sti francesi. E poiché nel nostro tentativo di rendere pit facile 
la comprensione di appunti di lettura e di propositi di lavoro 
abbiamo rifatto il cammino del Nicodemi suggerendo qua e la, 
come é€ permesso agli spigolatori, talune rettifiche e qualche 
osservazione non inutile, proprio in omaggio alla fatica dell’a- 
mico vogliamo chiudere la presente comunicazione con le sue 
stesse parole: “La disinvoltura di lettore del Beyle é squisita 
sempre. Sia che obbedisca all’impulso di scrivere un’ingiuria, 
sia che si limiti a segnare le parole e le frasi che gli serviran- 
no per la sua opera, egli indica le parole che gli sembrano ri- 
spondere meglio al commento interiore che gli é apparso alla 
prima”. 

Cosi anche ia spesa dei 24 franchi per il Bossi, registrata 
nel <Journal> alla data “30 ou 31 octobre 1811”, fini col con- 
tribuire per la parte sua alla “extravagant idea”: quella di 
scrivere un’<<Histoire de la peinture en Italie>."° 
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1. Nell’articolo recensivo ‘Arrigo Beyle milanese’ in <Leonardo>, 
N.S., XVI, 1947, p. 18. 

2. Nel vol. < Arrigo Beyle mntiwneses Bilancio dello stendhalismo ita- 
liano a cent’ anni dalla morte dello Stendhal>> (Firenze, Sansoni, 1942) , 

. 465. 
J 3. L. Royer, ‘Bibliographie stendhalienne. Années 1936-1937’, nella 
«Petite Revue des bibliophiles dauphinois>>, Deuxiéme série, t. IV [per 
errore :V], 1939 (la puntata reca |’ ‘Index décennal de la «Bibliographie 
Stendhalienne 1928-1937” ed @ uscita anche in estratto a sé ), alla p. 299. 

4, G. Nicodemi, ‘La copia del volume di Giuseppe Bossi <Del Cena- 
colo di Leonardo da Vinci>>’ (in <<Aevum, Rivista di scienze storiche 
linguistiche e filologiche>, V, 1931, pp. 479-492). 

Ne esiste un estratto nella Biblioteca d’arte del Castello sforzesco di 
Milano — segn.: H.237.1 — con alcune correzioni a matita, evidente- 
mente dovute all’autore: esse riguardano unicamente la forma del di- 
scorso, e non gli errori di trascrizione e di stampa di cui dovremo far 
cenno. 

5. Rimandiamo alla trattazione del volume di Paul Arbelet, «<L’His- 
toire de la peinture en Italie et les plagiats de Stendhal> (Paris, Cal- 
mann-Lévy, 1914) alle pp. 215-248 (ch. IV, ‘La vie de Léonard de Vinci’, 
par. 2, ‘Giuseppe Bossi’), senza trascurare la posteriore edizione 
dell’<<Histoire de la peinture> (ivi, Champion, 1924, nelle <Oeuvres 
complétes de Stendhal>>) per il testo e le illustrazioni critiche della ‘Vie 
de Léonard de Vinci’ — all’ ‘Ecole de Florence’, Livre troisiéme — nel 
t. I. pp. 181-257, e per le ‘Notes et eclaircissements’, allo stesso tomo, 
pp. 351-374. 

Tenendo sott’occhio l’Indice dei nomi della pregevole tesi del 1914, 
notiamo che non puo certo riferirsi al nostro Bossi—a p. 479 — la men- 
zione d’un appunto relativo al vol. XIII dei mss. della «<Peinture> (di 
Grenoble) R. 299: per cui, dice Arbelet, “on y trouve cité: Lanzi, Bossi, 
Guida di Firenze, Vasari, Bottari, Vasi, Mengs, Condivi, Bellori”. 

Ora — tanto pit in rapporto con la celebre citazione del <<Journal> 
per la <<Guida> del Bianconi acquistata dal Beyle il giorno stesso col 
Lanzi, col <Del Cenacolo» del Bossi e, quindi, col ricordo di guide e 
simili (cfr. p.441) si deve arguire che con “Bossi” si alluda alla <Guida 
di Milano o sia descrizione della citta e dei luoghi pit osservabili ai 
quali da Milano recansi i forestieri compilata dal cay. LUIGI BOSSI so- 
cio di varie accademie, ecc.>, Milano, 1818. Presso Pietro e Giuseppe 
Vallardi Librai e Mercanti di Stampe, contr. S. Margherita, nO 1101. 
(L’opera @ suddivisa in due parti, anche con l’indicazione dei dintorni. 
Tali parti si trovano rilegate in un solo volume — ma privo di tavole, e 
anche della pianta di Milano la quale si vendeva a richiesta — in Brai- 
dense, segn. : JJ.VIII.46). 

Detta <<Guida> — il cui autore non @ stato menzionato dall’Arbelet 
nell’Indice dei nomi del suo libro, né, se ricordiamo bene, da altri sten- 
dhaliani — meriterebbe di essere esaminata a parte: cominciamo col 
segnalare agli studiosi, che vogliono bene alla Dembowski e ricordano 
quindi “Métilde Galline”, l’ubicazione della ‘Piazza delle galline’ a p. 
255, non molto distante dall’abitazione di Angela Pietragrua — la sen- 
suale e astuta amante di Stendhal negli anni in cui fu stesa l’<<Histoire 
de la peinture en Italie», cioé dalla Contrada delle Meraviglie (ora Via 
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Meravigli). Va ricordata anche l'edizione francese del libro — «Guide 
des étrangers 4 Milan, et dans les environs de cette ville... par le 
chev. Louis Bossi, Milan, P. et J. Vallardi, s. d., ma 1818 circa, in due 
parti che si trovano rilegate in un volume nell’esemplare della Bibl. Nat. 
di Parigi, segn.: K.8861; né va messo sotto silenzio un esemplare del- 
l’edizione italiana (senza data, ma del 1818) che nell’Ambrosiana — segn.: 
S.P.O.XII.131-132 — ali fondo della Parte II, e precisamente inserite per 
errore fra la p, 278 e la 279 — reca quattro pagine non numerate dal ti- 
tolo «Catalogo degli oggetti pit importanti a vedersi tanto nella citta di 
Milano quanto nelle vicaninze>, con diretto riferimento alla <<Guida> 
stessa. 

Richiama il nome del poligrafo Luigi Bossi (che il Martineau pensando 
forse agli scritti critici e alle poesie vernacole del Bustese, confuse col 
pittore Giuseppe) un preciso riferimento di Stendhal in <Rome, Naples 
et Florence» — nel testo definitivo del 1826 che qui citiamo secondo 
led, Muller (Paris, Champion, 1919, t. I., p. 250, e nell’ed. Martineau 
(ivi, Le Divan, MCMXXVII), t. II, pp. 11-12: “Le meilleur itinéraire [di 
Milano] est celui dont le libraire Vallardi vient de publier la quinzieéme 
édition. MM. Reina, Bossi, de Cristoforis, Compagnoni et autres savants 
milanais ont bien voulu fournir quelques notices”. Ora questo brano, in 
data (sia pure fittizia) “BOLOGNE, 9 janvier 1817”, non si trova nell’ed. 
originale del 1817, ma anche se le indicazioni cronologiche del supposto 
diario vanno intese nel loro valore di pretesto narrativo il riferimento a 
un Bossi puo sempre interessare. 

Costui, comunque, nel luogo citato, non é il pittore. I] Martineau nel- 
la sua sempre preziosa <Table alphabétique>> (t. I, Paris, Le Divan, 
MCMXXXVII, p. 393) sotto il nome di “BOSSI (Joseph) (peintre)” mette 
anche tale riferimento che bisogna invece ridare al letterato. 

Pur non avendo ancora ritrovata l’edizione a cui allude possiamo dire 
di conoscere <<l’Itinerario italiano ossia descrizione dei viaggi per le 
strade pit frequentate alle principali citta d’Italia> ecc. Quarta edizione 
milanese..., Milano, MDCCCXIII, Dalla Stamperia di Giovanni Pirotta, 
A spese di Pietro e Giuseppe Vallardi, Mercanti in Stampe e Librai nella 
Contrada di Santa Margherita, N. 1101, all’insegna della Stella d’oro, e 
quindi altre edizioni milanesi: la 72 che reca le aggiunte di P. G. V. 
(certo i nomi degli editori), Milano, 1816, Presso Pietro e Giuseppe Val- 
lardi; la 178, del 1826 (a cura del solo G. V.); la 202 pienamente dichia- 
rata di Giuseppe Vallardi, del 1932, e infine la 244, del ’52, sempre del 
citato autore, o almeno direttore di redazione. Queste due ultime edi- 
zioni hanno titolo <Itinerario d’Italia>, (Tutte queste edizioni si trovano 
nell’Ambrosiana e nella Braidense, ed altre si potranno facilmente rin- 
venire — se si volessero fare raffronti come per una cronaca ufficiosa 
dei tempi — in biblioteche private e fin in archivi di pubbliche ammini- 
strazioni.) 

Ricordiamo ancora che nell’ultima citata edizione del 1852, in due 
pagine pubblicitarie in fine al libro, si menzionano le varie edizioni del- 
la <<Guida di Milano e de’ contorni> del Bossi, in due volumi, con ag- 
giunta di pianta e carta topografica nel testo francese quale <Guide de 
Milan et ses environs> in formato pil piccolo. L’ <Itinerario> pre- 
detto era pure edito in francese per cura della stessa Casa quale <<Itiné- 
raire d’Italie ou Description des voyages aux principales villes d’Italie>, 
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XXIIIe& édition originale ornée d’une carte routiére générale d’Italie et de 
douze plans des principales villes par JOSEPH VALLARDI, Milan, 1843, 
Rue Sainte Marguerite, N. 1101 et Venise sous les Procuratie Vecchie, 
N. 142-143. 

Un’altra citazione interessante @ quella contenuta nel noto ‘Avis aux 
tétes légéres qui vont en Italie’ — indata: 10 Octobre 1824 — steso dal 
Beyle per la sorella Pauline (Mme Périer-Lagrange) e per la cugina 
Mme Bazine-Longueville, ambedue in procinto di partire per la penisola: 


1° Lisez Lalande, de Brosses; 
2° Itinéraire de Valandi; 
Ou vous ne comprendrez rien a rien. 


E poco righe dopo: 


Avant d’arriver dans une cité, lisez l’article qui la concerne 
dans Lalande, de Brosses, les notes par Childe-Harold, Valandi, 
etc. etc., ou bien vous ne comprendrez rien 4a rien. 


E ancora: 


Achetez V’itinéraire de Valandi en frangais. Lisez d’avance de 
maniere 4 savoir qu’a Bologne il y a les galéries 4 voir, ecce- 
tera. 


Per questi luoghi cfr. <<Correspondance>, ed. Martineau, t. VI, Paris, 
Le Divan, MCMXXXIV, alle pp. 97-98 e 103. Lo studioso cosi dice a p. 
98 n.: 


L’itinéraire de Valandi, en francais que Beyle recommande en- 
core un peu plus loin, se vendait chez Valandi, 37, quai des 
Grands Augustins. Ce devait étre la traduction du Guide de 
Vallardi, publié 4 Milan. Cf. lettre 4 Sutton-Sharpe du 11 Juillet 
1827. 


Difatti — nello stesso tomo VI della <Correspondance> predetta, alla p. 
218 — il Beyle consiglia cosi l’amico inglese: 


Achetez 4 Paris, chez Valandi, quai des Augustins, n° 37, l’Iti- 
néraire d’Italie, de Vallardi, Milan, 15€ édition, 8 fr. [;] c’est 
le seul bon. 


Si trattava evidentemente di un’edizione dell’ <Itinéraire> col nome d’un 
libraio Valandi (se proprio esisteva...) in frontispizio: a meno che, 
data la quasi omonimia dei due librai, nell’ ‘Avis’ non si debba leggere 
“Valardi” anziché “Valandi”, e si interpreti la sede della bottega sulla 
Senna come un deposito presso un collega parigino. E certo per altro 
che in un brano, presumibilmente del 1818, scritto per una nuova divi- 
sata edizione di «Rome, Naples et Florence>, leggiamo (nelle «Pages 
d’Italie>, ed.Martineau — Paris, Le Divan, MCMXXXII -—, p. 96): 


L’un des meilleurs voyages en Italie, du moins le plus utile 4 
l’étranger et le plus rempli de faits, est l’itinéraire que plu- 
sieurs milanais ont écrit sans prétention pour le libraire Vol- 
landi. Je me sers de la dixiéme édition faite en 1818. Ilya 
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moins de superlatifs que dans ce que les Italiens écrivent ordi- 
nairement sur leur patrie; j’y voudrais plus de clarté, mais 
c'est 1a l’écueil éternel de l'Italien. 


Ora é chiaro, tanto pit in accordo con la precedente menzione di Luigi 
Bossi e di altri compilatori, che qui va letto “Vallardi”: a maggior ra- 
gione “Vollandi” non va, e si potrebbe intanto credere errore di lettura 
almeno per un “Valandi”, come in altri casi precedenti. 

6. Il volume (appartenente a Costantino Luccardi fra i libri “che gli 
erano pervenuti dalla collezione di quel Giuseppe Puricelli Guerra, al 
quale tanto deve l’arte lombarda per l'illuminato mecenatismo con il 
quale sorresse Tranquillo Cremona, Bartolomeo Giuliano, Eugenio Gi- 
gnous, ed altri artisti"; cfr. Nicodemi, art. cit., p. 479) é stato donato 
dal possessore ai Musei artistici del Castello sforzesco. Esso @ quindi 
venuto a far parte della “Raccolta Vinciana”. Si veda difatti, in data 20 
dicembre 1939, il Protocollo generale degli ingressi della stessa, dove é 
segnalato con “postille autografe di Stendhal”, ma erroneamente con la 
data: “Milano, Stamperia Reale, 1805”, anziche 1810 (in realta, 1811): 
é fatto rinvio, per quanto concerne il dono, al carteggio, di cui nel proto- 
collo 1995. 

Il Benedetto, nel suo <Arrigo Beyle milanese>, p. 650, ricorda il 
trafiletto anonimo della <Sera>> (pit completamente <I] Secolo — La 
Sera>) di Milano, 9 gennaio 1940, ‘Un cimelio stendhaliano’ (per vero, 
nel giornale: ‘Stendhaliano’), riguardo al dono. Aggiungiamo che si tratta 
certo di un comunicato della Direzione dei Musei d’arte del Castello 
sforzesco, fatta ai giormali tramite l’Ufficio stampa del Comune di Mi- 
lano, tanto che nel suo testo integrale lo ritroviamo (posto che, a fine di 
colonna, in tale quotidiano il pezzo-sia stato interrotto per spazio) nel 
<<Corriere della sera>, dello stesso giorno, Edizione “Pomeriggio” nel- 
l’anonimo trafiletto della rubrica ‘Corriere milanese’. In ognuno dei due 
giornali si legge che il <<Del Cenacolo>> fu pubblicato nel 1810, certo per 
comprensibile svista — in senso bibliografico — di chi aveva data uffi- 
cialmente la notizia del dono. 

Oltre il ricco volume (che, non registrato dallo schedario, € sempre 
in attesa di collocazione con altri rari e porta solo il numero di carico 
— che @ il 3522 — della “Raccolta”) si notino nella stessa “Raccolta Vin- 
ciana” due altri esemplari magnificamente conservati e rilegati, alle 
segn.: C.IV.12 e 13 (quest’ultimo con |’ “Ex libris” di A. L. Wolynski). 
Un altro esemplare, sempre dei Musei d’arte del Castello sforzesco, si 
puo vedere nella Biblioteca d’arte, segn.: E.IV.58. 

D’altro lato, non si puo passare sotto silenzio la stupenda edizione 
dell’opera con grandissimi margini, stampata tutta su carta azzurra an- 
che per le tavole delle invisioni, posseduta dalla Trivulziana. Alla segn.: 
Atl. 20,e rilegata in tutta pelle con fregi in oro, l’esemplare reca ancora 
un preciso ricordo del suo tempo con la dicitura dell’artigiano: “Lodi- 
giani / Relieur /deS. A. I. / a[ sic | Milan”. Sotto la ‘Descrizione e 
collocazione delle tavole’ in rame a p. 263 — da cui anche si controlla 
che le tavole sono 7 e tutte senza dicitura, compresa quella in contro- 
frontespizio, quale presunto ritratto di Leonardo — si legge in basso: 
“In questa carta non si sono stampate che due copie l’una per l’autore e 
l’altra pel suo carissimo amico G. G. TRIVULZIO”. Nel <Catalogo 
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della libreria del fu cavaliere Giuseppe Bossi pittore milanese la di cui 
vendita al Pubblico Incanto si fara il giorno 12 Febbrajo 1818-- (vera- 
mente un foglietto in italiano e in francese in data 20 febbraio, incollato 
a mezzo il frontespizio, segnalava che tutta la biblioteca era stata ven- 
duta al libraio P. G. Giegler e che quindi gli amatori potevano rivolgersi 
a lui per acquisti), Milano, Dalla Tipografia di Giovanni Bernardoni, 1817, 
alla p. 36, si vede segnato proprio l’esemplare in carta azzurra stampato 
per l'autore. Ignoriamo dove attualmente esso si trovi. Il raro catalogo 
si trova in Braidense inserto nel volume segnato: Cons, Sopr. Bibl. 
XII.B.119 (gia: Cons. Cat. Bibl. A.510). 

Va per altro fatto presente che l'esemplare posseduto da Stendhal non 
é infolio, ma in-49, e comunque privo della tavola raffigurante Leonardo 
(secondo la congettura del Bossi, a stare a un luogo del Lomazzo). Si 
tratta di diversita tipografiche e editoriali. L*esemplare (al pari di 
quello della “Raccolta Vinciana”, C.IV.12) dichiara a p. 263 nella ‘De- 
scrizione e collocazione delle tavole in rame’, di avere 6 tavole e non 7, 
come altri che spostano quindi un'unita nel calcolo delle stesse. Aggiun- 
giamo che un esemplare della Braidense (segn.: 1°.S.C.VIII.29) € unito 
con l'estratto del <<Delle opinioni >, (di cui diremo pil innanzi: e natu- 
ralmente non ripete le tavole e nemmeno le relative diciture in quanto 
non ha Indice) recando del resto in controfrontespizio anche il creduto 
ritratto di Leonardo con una frase tolta dal «<Tempio della pittura~ del 
Lomazzo. 

Un esemplare dell'Ambrosiana — III.St.T.E.XV.21, con allegato un 21 
bis — reca con leggera copertina il <<Del Cenacolo> col creduto ritratto 
in controfrontespizio, inserito editorialmente, ma non registrato nell'e- 
lenco delle tavole. A sua volta, strappata la copertina, il <<Delle opinio- 
ni>> con tutte le tavole meno quella del supposto ritratto di Leonardo, vi 
é unito con un nastro: si noti che l’operetta @ qui senza indice, pur 
avendo tre tavole illustrative del testo, gia contenuto nell'opera mag- 
giore. Un'‘altra copia del <Del Cenacolo» (sempre nell’Ambrosiana: 
S.I.N.VI,.22), come lo stesso indice delle illustrazioni dichiara, ha sei 
tavole, contrariamente a quanto dice una nota sul verso del foglio di 
guardia dovuto ad un insigne studioso alla memoria del quale é legata la 
“Raccolta Vinciana” nel Castello sforzesco da lui restaurato vari decen- 
ni sono: “Manca il ritratto di L{eonardo] d{a] V{inci] in testa al vo- 
lume. L[UCA] B[ELTRAMI]”. 

7. Il Nicodemi (che d’ora innanzi abbrevieremo in NIC) non ne fa cen- 
no alcuno nell'articolo cit. 

8. Cfr. Nicodemi, art. cit., p. 482: “Le note si trovano sparse nelle 
diverse pagine, scritte con inchiostri diversi,o a matita, a seconda delle 
congiunture nelle quali il libro fu adoperato. L’inchiostroe la calligra- 
fia delle parole che accompagnavano le date di acquisto del libro non si 
ritrovano in nessun altro punto. Le varie osservazioni scritte con i di- 
versi inchiostri delle note che portano le date del 1814 e del 1816 sono 
sui fogli di guardia, e in pochissime pagine del libro”. 

9. NIC, p. 484: “...Arrivé a nuoto...” Con il richiamo al “Vuoto” 
(cosi leggo col Nicodemi stesso, posteriormente alla pubblicazione del- 
l’articolo suo) Stendhal alluderebbe al “Vuide” di cui pit avanti e con cid 
sancirebbe l'inutilita dell’opera del Bossi per la sua formazione nello 
studio dell'arte figurativa. La lettura “Vuoto” — per altro—non é sicura. 
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10. NIC, loc. cit.: “Critique trés juste de Raphaél, p. 167”. (Si noti 
che i numeri nelle citazioni del Nicodemi sono riportati per arbitrio ti- 
pografico un po’ in corsivo e un po’ in tondo), 

11. NIC, loc. cit: “[...] copie [.<.] Castellazzo [...] on [qui, con 
evidente errore di stampa] [...] Bossi. C’est[...]”. 

12. Benedetto, <Arrigo Beyle milanese>, p. 465: “Il N. interpreta 
erroneamente ‘Aide Inspecteur’: ‘é ricordata la sua qualita di aiutante 
di Marziale Daru...’” Si aggiunga che il testo dato dal Nicodemi, p. 
482, @ il seguente: 


1811 
to M. de Beyle 
Aide Inspecteur G, al 
du mobilier 
de la Couroune [.] 


Il Nicodemi, loc. cit., dice che “il centro della pagina é occupato” da tali 
parole. Si specifichi: nella parte superiore dello stesso foglio di guar- 
dia. (“Couroune” € mero errore di stampa). 

Quanto stesse a cuore a Stendhal il ricordo della sua carica, per for- 
male che fosse, si veda — a parte alcuni errori di citazione — nei ricor- 
di dello Hobhouse, alla data del 23 ottobre 1816 (<<Recollections of a long 
life by LORD BROUGHTON (JOHN CAM HOBHOUSE) with additional 
extracts from his private diaries>>, edited by his daughter Lady Dor- 
chester..., vol. IJ, London, J. Murray, 1909, p. 52): “At the Opera [cioé 
alla Scala], in Bréme box, met M. de Beyle, one of the intendants de la 
mobiliére [sic] de la couronne and secretary of Napoleon's Cabinet, who 
told us several extraordinary Stories”; in nota con mutata grafia dello 
pseudonimo si legge per il Grenoblese: “Known as Stendhall”; l’edizione 
francese — dal titolo <<Napoléon, Byron et leurs contemporains. Souve- 
nirs d’une longue vie>>. Préface de Lord Rosebery, nella traduzione di 
A. Fournier, t. II — Paris, Société d’Editions et Publications, Libr. F. 
Juven, s. a., ma 1910 — a p. 61 fa le dovute correzioni nel testo e nella 
nota editoriale. 

13. Al titolo (che rendiamo con le minuscole secondo il testo dello 
stesso Indice e a cui sempre togliamo il punto dell’uso tipografico clas- 
sico) facciamo seguire nella stessa linea il sottotitolo. 

14. NIC, p. 487. (Lo studioso scioglie l'epiteto in “Archibéte”). Si puo 
ricordare per curiosita come il termine si trovi rispecchiato nel sotto- 
titolo di un’operetta (reperibile anche a Milano, nell’Ambrosiana, III.St. 
V.VI.48/5 [gia 7]): <<Fin Finot, ou l'ancien portier de M. de Biévre. 
Proverbe archi-béte, en un acte> Par les Citoyens CHAZET et GASSI- 
COURT; Représenté a Paris, sur le Théatre Montansier-Variétés, le 28 
Ventose an VIII, Seconde edition. (A Paris, Chez Barba, au Théatre 
Montansier, Et a Troyes, Chez Gobelet, Imprimeur-Libraire, pres l'’Ho- 
tel-de-Ville, n.° 206, An XI-1803). 

15. NIC,p. 485. (Con le erronee citazioni: “gli esempii” e “facciano”). 

16. Non essendoselo proposto, il Nicodemi non segnala qui né altrove 
orecchiette e segni fatti con l’unghia, del resto senza alcuna sicurezza 
di attribuzione. Li indichiamo “ad abundantiam”, dato che ci stiamo oc- 


cupando della cosa, 
hit. NIC, p..487. 
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18. NIC, loc. cit. (con la grafia rettificata: “apdtres”). 

19 SNIC wlocacitz 

20. NIC, pp. 487-433. 

21. NIC, p. 488 (dove é detto erroneamente che il passo, con altri, ri- 
guarda la figura di San Giovanni), 

22. NIC, loc. cit. (secondo la frase menzionata nella nota precedente: 
“a pag. 80 e 81, tre altri tratti a matita indicano appunti relativa alla fi- 
gura di Giovanni”). 

23. Le due lineette a matita non scno state esaminate dal Nicodemi: 
non crediamo, per varie ragioni, che siano state aggiunte posteriormente 
al suo studio, 

24. NIC, loc. cit., pubblica la postilla e segnala genericamente quali 
“segni di matita” il tratto e la lineetta. 

25. NIC, loc. cit. (che, per errore, rinvia a p. 83 anziché alla 84, e da 
il testo “prima trafitto dal dolore che dall’ira”). 

26. NIC, loc. cit. (€ riportata l‘ultima parte del passo e si legge, per 
errore di stampa, “parimenente” in luogo di “parimente”). 

27. NIC, p. 488 (che sbaglia nel dire che tali parole “commentano il 
punto nel quale il. Bossi ricorda l’'abbattimento, seguito per ordine di 
Paolo IV, di una parete con un dipinto di Raffaello”). 

28. NIC, loc. cit. (col testo “forment” [come sembra si possa leggere 
a prima vista]; ed é€ data modernamente, ma senza necessita, la grafia 
“temps”). 

29. NIC, loc. cit. (con la lezione: “&me sensible”). 

30. NIC, loc. cit. (che perd dice che la lineeta é “di fianco alle parole 
sull'indeterminazione iconografica del tipo di Giuda” e non allude al 
principio della riga col ricordo della copia). 

Slew SMC Ges Werte 

32. NIC, loc. cit., (con l'erronea lezione: “Minosse di Michelangelo”). 

33. NIC, pp. 488-489 (per svista 6 omessa la parola “onesta”). 

34. Non menzionata da NIC. 

35. Il primo passo é stato segnalato da NIC, p. 489 (“dove é@ descritta 
l'attitudine dell’'apostolo Andrea”), ma evidentemente non il secondo. 

36. Riportiamo l'interessante passo dalla ‘Vie de Léonard-de-Vinci’, 
cap. XLV, ‘Léonard au couvent des Graces’ — dali'edizione originale, t. 
TeaDaelgio: 


x 


On trouvera facilment dans les autres histoires de la peinture 
des descriptions plus exactes, ou sont notées fidélement la cou- 
leur du manteau et celle de la tunique de chacun des disciples 
(2): d’ailleurs on peut admirer le travail exquis des plis de la 
nappe. 


E nella corrispondente nota; 
(2) Del Cenacolo, etc., par Joseph Bossi, 1812. 


Si confronti 1'<<Histoire de la peinture en Italie» nell’ed. Arbelet — 
Paris, Champion, 1924 —, t. I, p. 199 con la correzione — secondo l’e- 
semplare Doucet (ora nel fondo omonimo della Sainte-Geneviéve), come 
€ ricordato nelle ‘Notes et éclaircissements’ allo stesso tomo, p. 359 — 
con “la couleur du manteau et la couleur...”, il riferimento all’erronea 
data del libro del Bossi (il cui titolo é€ dato pero tutto in corsivo nella 
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nuova edizione)e il richiamo al Lanzi — t. IV, p. 193 — e anche al Vasa- 
ri, t. VII, p. 49, per la menzione delle pieghe della tovaglia. Quanto al- 
Ved, Martineau — ivi, Le Divan, MCMXXIX —,t. L., p. 241, essa segue 
l’edizione originale e reca in corsivo solo il titolo del libro del Bossi, 
<<Del Cenacolo->. 

Nella tesi dell’Arbelet, <L’Histoire de la peinture en Italie et les 
plagiats de Stendhal>-, cit., tale luogo e altre dirette referenze al Bossi 
da altre opere del Beyle sono ampiamente descritti alle pp. 217-220. Gli 
studiosi poi sanno che nella <Table alphabétique> del Martineau — t. I, 
p. 393 — trovano un preziosissimo aiuto nelle loro ricerche. 

37. NIC, loc. cit. (per svista “Vite di Santi”). Non é stato segnalato in 
modo specifico il secondo passo, 

38. NIC, loc. cit. (con l’erroneo riferimento a p. 91, anziché alla 95), 
Conviene riportare le parole del Nicodemi: “i segni [...],.a proposito 
di Giacomo minore, continuano a pp. 91, 97, 99, 102 [per errore é stam- 
pato 192], 103, 105, 106, finché accade che il seguire la descrizione mi- 
nutissima del Bossi affatica tanto lo Stendhal che nel margine inferiore 
di quest’ultima pagina annota: ‘Dieu! que cet homme est ennuyeux et 
vide!’” 

Ora come si rileva dalla successiva nostra trascrizione, solo la p. 95 
riguarda Giacomo il minore, e sono omesse nell’elenco le lineette di pp. 
100 e 101. 

39. NIC, loc. cit. (per le sviste “fait” in luogo di “faite” e lo sciogli- 
mento di “H(Historie” senza coerenza grafica con altri passi citati, a 
parte “Hisstorie”, per evidente errore di stampa in luogo di “Histoire”, 
ammessa la forma francese che qui non puO essere conservata — anche 
se qualche volta la si vede in passi analoghi raccolti dal Martineau nei 
suoi utilissimi volumetti d’inediti del “Divan” — in un contesto in lingua 
inglese. Si aggiunga il testo: “gli Zeloti” e “con le braccia brune e con 
gli occhi piccioli”). 

40. NIC, loc. cit. (con la lezione: “al contrario,”). 

Alpe NIG. loca cits 

42. NIC, loc. cit. (con la citazione non esatta: “Leonardo fece” e la 
rettifica — non segnalata — della grafia: “lunghezza: mezzo”). 

43. NIC, loc. cit. (per svista é riportato: “arabeschi”). 

44. NIC, loc. cit. 


AD NIG. locsEcits 
46. NIC, p. 489. (Per svista di citazione si legge: “Leonardo ha osa- 


to”, “mensa” e anche per errore di stampa: “e buona giacere,”; non € 
riportata l’ultima frase dopo “giudicare”), 

47, NIC, pp. 489-490. (Per svista non é fatto rinvio alla p. 117 del Bos- 
si; forse per aver iniziato a trascrivere il pensiero da noi citato del pe- 
riodo precedente che comincia alla fine della p. 116). 

48, NIC, p. 490. (Anche qui non é fatto rinvio alla predetta p, 117). 
Con forma regolare é trascritto “vérité”. 

49, NIC, loc. cit. (La frase é data con una regolarita grafica non sem- 
pre seguita da Stendhal nei suoi scritti: “Est-ce vrai?”). 

50. NIC, loc. cit. (Si tratta dei capitoli VIII-Ix del Libro I dell’ <<Hi- 
stoire de la peinture>, appunto dedicati-a Giotto nell’“Ecole de Flo- 
rence”), La frase di Stendhal riguarda piuttosto il finale del passo. Il 
Nicodemi rimanda al principio dicendo che le parole “si riferiscono al 
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passo in cui il Bossi constata che Giotto fu il primo artista nel quale si 
sia presentata la necessita di imitare la natura: lo stesso concetto ispi- 
ra veramente gli spigliati period? dello Stendhal nel capitolo su Giotto”). 

51. Non segnalata da NIC. 

52. NIC, loc. cit. (Col testo: “Toscana,”). 

53a NI Ge 1OGe Grits 

54. Omessa da NIC. 

Ney; INNES Mores Gc (E detto solo per svista: “dove si accenna allo sta- 
tuario Lisistrato, fratello di Lisippo”). 

Questo sembra comunque il riferimento pit opportuno per rimandare 
al Mengs, per cui possiamo valerci, per comodita, delle <Opere di AN- 
TONIO RAFFAELLO MENGS primo pittore della Maesta di Carlo III re 
di Spagna ec. ec. ec.»>, pubblicate da D. Giuseppe Niccola d’Azara (Par- 
ma, Dalla Stamperia Reale, M.DCC.XXX, in due tomi). Difatti con l’aiuto 
della ‘Tavola delle materie’ — facile € trovare le citazioni per Lisippo 
alt. I, p. 224 (cioé al cap. IV delle ‘Riflessioni sopra i tre gran Pittori 
Raffaello, Correggio e Tiziano, e sopra gli antichi’) e alt. II, pp. 8 (‘Let- 
tera a Monsignor Fabbroni Provveditore Generale dell’ Universita di Pi- 
sa’) e 20 (nel ‘Frammento di una seconda Risposta a Monsignor Fabroni 
su la Niobe’). 

& noto con quanta cura — anche con proprii‘Extraits’ — il Beyle leg- 
gesse le opere del Mengs; cfr. Arbelet, op. cit., specialmente alle pp. 
291-311 (ch. VI, ‘Raphaél Mengs’), 

56. NIC, loc. cit.: “Un tratto a matita, a p. 120, segna le parole del 
Bossi sulla rinuncia di Leonardo a porre nella Cena le figure sdraiate”. 
Non € quindi specificato che si tratti di ben tre lineette. 

57. NIC, loc. cit., con rinvio ad un esempio precedente, cioé alla p. 484 
(dove é stata riportata la postilla con la grafia “Chose” e — senza scio- 
glimento — “de 1'H.” [semmai qui il testo é “de 1’H” quale sigla conven- 
zionale |). 

58. NIC, p. 490: “segue un segno a pag. 124 dove si accenna al fatto 
che la Cena di Leonardo porta undici mezze figure”. 

59. Non segnalata da NIC. 

GOR NIG loc cit 

61. NIC, loc. cit. (con testo “beta”). 

62. Omessa da NIC. 

63. NIC, loc. cit. (per errore é fatto rinvio alla p, 121, anziché alla 
128: “lo Stendhal segna alcuni punti del discorso delle copie”). 

64. NIC, loc. cit. (Il Nicodemi aggiunge genericamente, alle pp. 490- 
491: “Le pagine seguenti [alla 129] hanno lungo le descrizioni delle co- 
pie varii segni a matita interrotte da scarse note”), 

Indicheremo, comunque, le omissioni anche se — a rigor di termini 
— esse possono essere comprese in tale rapido ragguaglio. 

65. Omessa da NIC. 

66. Omessa da NIC. 

67. Omessa da NIC. 

68. Omessa da NIC. (Andavano, con le lineette, segnalati i relativi 
brani del Bossi per rintracciare eventuali “fonti” della <Peinture>), 

69. NIC, p. 491. (Per errore é fatto rinvio a p.131, anziché 135. L’an- 
notazione — data per cattiva letture: “Noms des clerc de Léonard” — @ 
riferita per la frase iniziale “I girolimini di Castellazzo e i certosini di 
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Pavia invidiarono ai domenicani delle Grazie il famoso ornamento del 
refettorio, e vollero averne, per quanto si poteva, uno simile dalla scuola 
stessa del Vinci"). 

70. Omessa da NIC. 

71. Omessa da NIC. 

72. NIC, loc. cit. (con erronea interpretazione, in séguito a cattiva let- 
tura — “succession” : “Dove il Bossi, a p. 146, parlando della copia di 
Ponte Capriasca riferisce che vi € scritto l’ordine degli apostoli, e ne 
da la trascrizione, lo Stendhal scrisse ‘to take that succession, en donner 
les noms‘”), La lettura di “maniére de” @ stata fatta da V. del Litto, che 
ancora ringraziamo. 

73. NIC, loc. cit., anche per la menzione della lineetta. 

74. NIC, loc. cit. (Nella frase riportata dal Bossi il “del” € moderna- 
mente scritto in tondo: alla stessa stregua — pensiamo — il successivo 
“anzi” non avrebbe dovuto essere messo in corsivo). 

Ome NIG LOCEECits 

76. NIC, loc. cit. (con omissione del numero “(25)” della nota relativa 
nel commento in fin di volume). 

77. NIC, loc. cit. (col testo: “l'Italie et assez fréquente”), 

78. NIC, loc. cit. (Lo studioso attribuisce — ma senza piena sicurezza, 
aggiungiamo — la data 1816 a tali segni, stante il colore dell’inchiostro). 

79. Omessa da NIC. 

80. Desumiamo il titolo di questa tavola II (nell’esemplare del Beyle e 
in altri; é III in quelli pit completi) dalla ‘Descrizione e collocazione 
delle tavole in rame’, a p. 263. 

Da un importante studio di Mons. Giovanni Galbiati («Il Cenacolo di 
Leonardo da Vinci del pittore Bossi nei giudizi d’illustri contempora- 
nei>, Milano-Roma, Editori Alfieri & Lacroix, s. a., ma 1920, Analecta 
Ambrosiana, Pubbl. della Bibl. Ambrosiana, iii), pp. 49-51, sappiamo che 
il Benaglia fu amicissimo del Bossi, al pari di lui membro dell’ Accade- 
mia di Belle Arti in Milano, e che gli forni “l’incisione della testa di Fi- 
lippo l'Apostolo, appartenuta gia a Giosué Reynolds, dal Bossi attribuita 
a Cesare da Sesto e riprodotta in color sanguigno sbiadito a carte, 180 
del <<Cenacolo>”. Del Benaglia il Galbiati pubblica, intorno al libro 
stesso, una lunga lettera del 19 marzo 1813, a cui il pittore risponde con 
un biglietto del 20 (op. cit., pp. 80-87). 

Aggiungiamo (per la tavola prima col ritratto di vecchio creduta au- 
toritratto di Leonardo e contenuta, dichiaratamente o no, in alcuni esem- 
plari del <<Del Cenacolo>) quanto dice la suddetta ‘Descrizione’: “Ta- 
vola prima. Testa di vecchio calvo barbato con capelli e ciglia lunghe. 
Credo sia il ritratto di Leonardo per un passo del Lomazzo che ho fatto 
incidere sotto di essa. Questa stampa, per mano del signor Giuseppe 
Benaglia, non fu presa dal disegno originale di Leonardo (che ora s’igno- 
ra dove esista), ma da una copia fattane dal signor Raffaele Albertolli. 
‘Si collochi di contro al frontespizio’”. 

Per comodita del lettore, data l’occasione della citazione, rammen- 
tiamo anche le diciture, per altro omessa nell’esemplare in carta azzur- 
ra della Trivulziana: “Leonardo ebbe la faccia con li capelli lunghi e 
con le ciglia e con la barba tanto lunga ch’egli pareva la vera nobilta 
dello studio quale fu altrevolte il Druido Ermete o l’antico Prometeo. 


LOMAZZO = Tempio della Pittura pag. 58”. 
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81. Postilla omessa da NIC. (Notiamo che solo quest’ incisione conser- 
va la carta velina che la preserva dalle macchie o dai danni del tempo). 

82. NIC, loc. cit.: “dove il Bossi confessa, a p. 186, di aver elevato i 
toni delle tinte della sua copia”. 

Crediamoche si tratti piuttosto dell’osservazione generale che segue. 

83. Omessa da NIC. 

84, NIC, p. 491 (col testo: “critique!”, “deraisonne” e “complétement”). 

85. Cfr. invece NIC, loc. cit.: “Solo un cenno a lato della linea (pag. 
202) che ricorda come Luca Cangiaso [il testo dice “Cangiasio”: e in 
realta, come denota la modificazione grafica del suo dialetto, si tratta di 
Luca Cambiaso o Luchetto di Genova, e propriamente di Moneglia, 1527- 
1585] componesse il corpo umano di dadi e di obelischi si trova nella 
pagina sulle ‘opinioni di Leonardo intorno alle proporzioni del corpo 
umano’”. (Si noti perO che l’articolo cosi intitolato comprende le pp. 
202-226 e che, d’altra parte, il suddetto peluzzo nel girar dei fogli finira 
col perdersi senza danno alcuno per la curiosita dei posteri). 

Aggiungiamo, dato il capitolo in questione che per cura del Nardini, 
“Ispettore della Stamperia Reale”, il Bossi pubblicd nello stesso for- 
mato del libro e con titolo leggermente diverso il ‘Delle opinioni di Leo- 
nardo da Vinci intorno alla simmetria de’ corpi umani. Discorso di GIU- 
SEPPE BOSSI pittore dedicato al celeberrimo scultore Antonio Canova’. 
Milano, Dalla Stamperia Reale, MDCCCXI. Aggiunta una dedica dell’au- 
tore al Canova, il testo del capitolo 6 impaginato con omissione del pri- 
mo capoverso e tre tavole desunte dal <<Del Cenacolo> e il ritratio cre- 
duto di Leonardo in controfrontespizio. Sono unite le annotazioni desunte 
dal corpo di quelle relative al libro, naturalmente con numerazione mu- 
tata. Confrontando i testi, si nota che nel <<Del Cenacolo>> é segnata una 
seconda nota 41 a p. 228, riga 14 dal basso. Nel testo della nota, per 
altro, dopo il numero é segnato un asterisco. 

Un esemplare perfettamente conservato di tale estratto (come é detto 
ap. [2]: “Il presente DISCORSO fu estratto, per comodo degli studiosi 
del disegno, dall’opera intitolata <DEL CENACOLO DI LEONARDO DA 
VINCI. LIBRI QUATTRO>, ecc. Trovasi, come la detta opera, in Mi- 
lano, in casa dell’Autore sulla Piazzetta di S. Maria Valle, al NO 3940”) 
é conservato con tutte le tavole nella Biblioteca d’arte del Castello sfor- 
zesco in Milano, alla segn.: “Raccolta Vinciana”, C.IV.8, legata col la- 
voro di Stefano Raffei d. c. d. G., <<Ricerche sopra un Apolline deila 
villa dell’eminentissimo cardinale Alesandro [sic] Albani, In Roma, 
MDCCLXXII, Dalle Stampe di Generoso Salomoni: opera non catalogata 
per svista della suddetta biblioteca che possiede la medesima pubblica- 
zione con altre dell’autore — nella ristampa di Roma, Mordacchini, 1821, 
segn.: S.VI.3. 

86. Desumiamo il titolo di questa tav. VI (secondo l’esemplare del 
Beyle e altri: VII secondo esemplari piu completi) dalla gid menzionata 
‘Descrizione e collocazione delle tavole in rame’, p. 263. 

87. Per il segno e la postilla, cfr. NIC, p. 492, con un rinvio erroneo 
(per causa tipografica) alla p. 321 anziché 231 e col testo del Bossi: “Ma 
chi crederebbe”, “considerato, non”, “l’Agnello il consueto”, “Battista” 
(2 volte), “indotto”, “dell’ Agnello”, e nella postilla, con la grafia rego- 
lare “bétise”. 

88. NIC, loc. cit. (con la grafia “achété par le Vice Roi”). 
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89. NIC, p. 486. (“In testa alla pagina 247 si trova infatti confermata 
Vintenzione da un appunto a matita” ecc.). 

Vedremo piu avanti — per una postilla dell’ultima pagina dell’esem- 
plare — come fossero indicati, dice il Nicodemi, “i passi del Guarna 
nella <<Simia>> che lo Stendhal riprodusse nel suo libro” 

90. NIC, p. 492, (“Il dialogo del Guarna al quale si accennava gia sul 
foglio di guardia del volume [come vedremo pit innanzi] ha due appunti” 
ecc.). Qui lo studioso non fa rinvio alla p. 248, né specifica che il testo 
del dialogo si trova nelle ‘Annotazioni’. Riporta cOmunque esattamente 
(pur senza fare la distinzione grafica del nome di “Helvetius”, questa 
volta non regolarizzato nella grafia) le due postille. 

91.. Del cit. vol. di G. Galbiati, <Il Cenacolo di Leonardo da Vinci del 
pittore Giuseppe Bossi nei giudizi d’illustri contemporanei>> — dove per 
altro non € ricordato Stendhal — a p. 70 desumiamo un’interessante cita- 
zione dalla lettera di Jacopo Morelli, bibliotecario della Marciana, al 
Bossi, senza data, ma giunta da Venezia in Milano il 12 ottobre 1811: 
“Annotazione 23 [aggiungiamo: al Libro primo]. Del dialogo stampato 
del Guarna diede notizia il Domenicano Allegranza ne’ suoi opuscoli 
stampati in Cremona nel 1781, dove scrisse di Bramante”. Nella nota 
relativa mons. Galbiati avverte provvidamente: “Sitratta del salernitano 
ANDREA GUARNA, autore di un curioso dialogo <<Simia>, dedicato al 
marchese Ludévico Pallavicino e stampato a Milano nel 1517. Vi é in- 
trodotto come interlocutore lo stesso Bramante. Cfr. Bossi alla nota 23 
del primo libro, citata qui dal Morelli. La versione italiana quivi data 
dal Bossi @ pure riportata dal <Poligrafo>- del 29 settembre 11, p. 412 
e segg.” 

Una rara copia del libretto (<SIMIA: Andreae / Guarna Saler - / 
nitani Opus / Nouum>>. / [In fine:] Impressum Mediolani per Magistrum 
Go /tardum de Ponte a Anno Domini. /M. ccccc. xvii. Die xxiii. Iunii./, 
con 24 carte in tre quaderni dalle lettere A, Be C, si trova in Trivul- 
ziana, segn.: H.167. Sono rilegati con l’opera quattro foglietti di mano 
del dotto don Carlo Trivulzio (per cui piace ricordare la monografia di 
Giovanni Seregni, <Don Carlo Trivulzio e la cultura milanese dell’eta 
sua. MDCCXV-MDCCLXXXix>, Milano, Hoepli, 1927) in merito ad ap- 
punti bibliografici al titolo e al contenuto del libro. Notiamo soprattutto, 
a p. [3], le osservazioni del valente mecenate e studioso: “Cio che forse 
piu interessa in d[etto] Dialogo si é l’intervento di Bramante che [ag- 
giunto nell’interlinea] € pure uno [aggiunto, come sopra] degli Interlo- 
cutori. Egli difatti mori in Roma nel 1514. Tutto cio [aggiunto, c. s. | 
che si dice di lui e ch’egli dice puo interessare pel rischiaramento della 
sua vita involta ancora in molte tenebre. Vi figura qual libertino e se- 
guace del gregge di Epicuro. Quindi S. Pietro fa difficolta ad ammetterlo 
in cielo” ecc. (Vien da pensare che se Stendhal — ma, a quel che risulta, 
non ha mai avuto modo di menzionare don Carlo, né di prendere visione 
delle celebri raccolte gentilizie conservate dalia sua famiglia quasi fino 
ai nostri giorni e quindi passate alle Raccolte del comune di Milano — 
avesse conosciuto questo pensiero, ne avrebbe avuto piacere e non Si 
sarebbe fatto scrupolo di citarlo o di...usarlo). 

Naturalmente Stendhal non si lascia sfuggire l’importanza storica del 
dialogo del Guarna ch’egli ricorda, — “d’apres Bossi,” diremo — nella 
<Peinture>- (nella ‘Vie de Michelange,’ al cap. CXLIX, ‘Tombeau de 
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Jules II,’ a proposito della propria frase sul Bramante: “Il employait de 
mauvais matériaux et faisait deg gains énormes”): “Guarna a imprimé 
a Milan, en 1517, un dialogue qui a lieu 4 la porte du paradis, entre St. 
Pierre, Bramante, et un avocat romain. Ce dialogue, plein de feu et fort 
amusant, montre qu’en Italie l’on avait bien plus d’esprit et de liberté, 
en 1517 que trois siécles aprés. On y voit Bramante, homme d’esprit, 
trés peu dupe, et appréciant fort bien les hommes et les choses. Ce dut 
étre un ennemi fort vif et fort dangereux. Une partie de ce dialogue, trés 
bien traduit, forme les seules pages amusantes du gros livre de Bossi 
sur Léonard-de-Vinci, 246 4 249. La prose italienne d’aujourd’hui vaut 
la musique francaise” (ed. orig., t. II, p. 271 n.; ed. Arbelet, t. II, p. 203 
n. [nelle ‘Notes et éclaircissements’ non si trova alcun riferimento al- 
l’opera del Guarna che l’Arbelet poteva trovare senza difficolta anche 
fuori della Trivulziana, allora raccolta privata] e ed. Martineau, t. II, p. 
26Sene))- 

Aggiungiamo una testimonianza, che mostra una volta di pit la col- 
laborazione di Stendhal al libro di A. Constantin, <Idées italiennes sur 
quelques tableaux célébres>, per cui rimandiamo alla II ed., a cura di 
Danielle Plan, con prefazione di H. Martineau, Paris, Le Divan, MCMXXXI 
p. 81, alla nota: “Voir dans le <Cénacle> de Léonard de Vinci, volume 
in-folio de Joseph Bossi de Milan, le dialogue de Bramante et de saint 
Pierre a la porte du Paradis”, ecc. Si noti il titolo del libro non reso 
completamente in corsivo — e da noi trascritto secondo le necessita del- 
la presente comunicazione — nell’edizione che abbiamo sott’occhio. 

L’operetta del Guarna é stata riprodotta in facsimile, secondo l'e- 
semplare trivulziano,a cura di Giorgio Nicodemi (Milano, Casa ed. Ariel, 
1943: nella ‘Nota’ finale lo studioso, alle pp. 65-66, ricorda appunto la 
menzione dello Stendhal sull’ esemplare suddetto del <<Cenacolo» e quin- 
di fa riferimento alla <<Peinture>>. (Per incidenza l’opportuno rinvio al 
giudizio negativo sul <<Simia> dato da Luigi Pungileone, <<Memoria in- 
torno alla vita ed alle opere di Donato, o Donnino Bramante>, Roma, 
Dalla Tipografia Ferretti, 1836 — reperibile anche nella Braidense, 
segn.: XC.6.112 — va rettificato per la nota o ‘documento giustificativo’, 
alle pp. 101-102 e vi si aggiunga la prima citazione a p. 43 nel testo vero 
e proprio). 

Si tenga per altro presente, oltre lo studio di F. Patetta, di cui piu 
innanzi, la nota edizione <ANDREAS GUARNAS Bellum grammaticale 
und seine Nachahmungen>, hgg. von Johannes Bolte (Berlin, A. Hofmann 
& Comp., 1908, nei Monumenta Germaniae Paedagogica, XLIII). 

I brani riportati dal Bossi nella traduzione sono compresi nel dialogo 
vero e proprio, dalla c. B [vii] (“...Introducite hoste uos Beati Spiri- 
tus” ecc.) fino alla c. C iiiV (*...Et spero faciet: ita mihi promisit 
ebeunti espectabo igitur quando secus nequit fieri”). Per curiosita, ri- 
portiamo dalla c. C iiF il pezzo complessivo dell’originale, da Stendhal 
annotato nella versione in due luoghi (parlano S, Pietro, Alessandro e 
Bramante): 


PE. Quae sunt naturae iura? BRA. Non occidat: non furetur: 
nemini iniuriam faciat: De reliquo edat: Bibat: aetatem suam 
laetus vivat: & Epicuri indolentiam sequatur penitus si sapiat: 
meo iudicio, ALEX. Verbulum reponde mihi Bramantes; nec 
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irascares. BRA. Interroga. ALEX. Seruastin tu naturae iura? 
Quid rides? 


Aggiungiamo, per completezza, che il dialogo venne riportato — nella 
versione asserita come del Bossi — nel periodico <I] Poligrafo>, tanto 
lodato da Stendhal in <Rome, Naples, et Florence, en 1817>>, per la sua 
verita e la sua indipendenza di giudizio, non solo [a. I], N. XXVI, Dome- 
nica 29 Settembre 1811, pp. 412-415, come utilmente mons. Galbiati ri- 
corda, ma — per il séguito e la fine —, N. XXVII, Domenica 6 Ottobre 
1811, alle pp. 424-427, sempre nella rubrica ‘Varieta’. Difatti nell'e- 
semplare della Braidense (segn.: XC.VIII.109: il successivo 110 va 
dal 6 ottobre al 29 dicembre 1811 — divisione che sembra sia stata ab- 
bandonata, in séguito, per la sua impraticita)— il nostro “giornale lette- 
rario” nel N. XXIV, Domenica 15 Settembre 1815, aveva gia parlato del 
libro del Bossi, prima alle pp. 371-372 nella rubrica ‘Letteratura’ — 
presentando nel titolo della recensione l’opera <Del Cenacolo di Leo- 
nardo da Vinci, libri quattro di Giuseppe Bossi pittore. Milano 
stamperia Reale 1 811 edizione in fol. nitidissima e corretta” con un 
‘Art. I’ a firma “A” (assai frequente nel periodico: forse é il Lampredi, 
pensiamo) e quindi con un trafiletto anonimo a pp. 377-378 nella rubrica 
‘Varieta’ — con la ‘Cronaca di Milano’ e una ‘Nota concernente 1l'Archi- 
tetto BRAMANTE tratta dal libro intitolato—Del Cenacolo di Leo- 
nardo da Vinci’. Cosi si ricorda in quest’ultima lo “strano dialogo” 
del Guarna. Percio in data 29 settembre, visto che non molti potevano 
fare acquisto della monumentale opera del Bossi, il giornalista appagava 
un desiderio inserendo il dialogo nel foglio stesso. I] séguito e la fine 
erano dato quindi nel numero surriferito del 6 ottobre. (Questo numero 
non é stato registrato, come si é detto, dall’insigne Mons, Galbiati, Pre- 
fetto — ora onorario — dell’Ambrosiana, il quale fa pur rilevare, op. cit., 
p. 43, come parlasse dell’opera anche il <<Poligrafo> “del 15 e 29 Set- 
tembre”, e, in nota, come il periodico assegnasse — nel numero del 15 
‘settembre, p. 371 — la data del 1811, che @ quella dell’effettiva pubblica- 
zione e non del frontispizio. L’origine dell’omissione deve proprio es- 
sere nell’esemplare del periodico posseduto dall’Ambrosiana, — segn: 
S.C.I.VII.1-2, recante i fascicoli dal 7 al 29 settembre e quindi dal 3 
gennaio al 25 aprile 1813). 

Importante contributo é quello recente del compianto Federico Patet- 
ta, ‘La figura del Bramante e alcuni riflessi di vita romana dei suoi 
tempi nel <Simia>> d’Andrea Guarna’ (negli <Atti dell’Accademia d’Ita- 
lia: Memorie della Classe di scienze morali e storiche>, ser. VII, vol. 
IV, fasc. 7, con numerazione 165-202. Lo studioso afferma che “non é 
vero che il <<Simia> sia un’atroce satira”, contro il Bramante, e del- 
l’autore chiarisce il cognome volgare in Salerno, non Salernitano, come 
appellativo d'origine. Del testo che dice d’estrema rarita si tenga pero 
conto che — oltre quelli da lui menzionati in aggiunta alla lista del citato 
Bolte — non ricorda quelli della Trivulziana e della Braidense (segn.: 
AB.X.28). Allo stesso modo non vediamo riferimenti — per quanto forse 
possano essere superflui — alle citazioni fatte da un libero e curioso 
spirito quale Stendhal. E doveroso far presente che i principf epicurei, 
di cui nello squarcio del Bossi e nel commento del Beyle, sono qui util- 
mente illustrati dal Patetta nel testo italiano, a p. 193 del suo lavoro, 


secondo la numerazione predetta. 
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92. NIC, p. 492 (con erroneo riferimento tipografico alla p. 247 del 
testo del Bossi anziché alla 257 e senza segnalare che la nota 42 riguar- 
da il Libro terzo; nel testo si ripdrta, forse per errore di stampa, “fi- 
sionomie” come é del resto altrove nel libro del pittore nostro, anche in 
un passo da noi citato; la menzione della revisione tipografica, ancorche 
sia ricordato alla fine del volume, alla p. 263, che esso fu “stampato per 
cura di Leonardo Nardini, Ispettore della Stamperia Reale”, non ci sem- 
bra filologicamente giusta). 

93. NIC, p. 484, col testo per Stendhal: “R.on (Religion)”, “Morale ici 
pour”, e per Bossi: “la religione”, “rinacquero”, “nutrite”, “si opponeva 
alla loro perfezione”, “gli italiani” e “gli Egiziani”. 

94, NIC, loc. cit., col testo — per Stendhal —: “121”. 

Lo studioso pensa che la postilla debba ritenersi un richiamo al pe- 
riodo del Bossi che si trova nell’ultima riga della pagina segnata, e gira 
poi per un’altra riga e mezza nella pagina seguente: “Ogni artificio vi- 
sibile o sensibile che di necessita risveglia il raziocinio, interrompendo 
la commozione della fantasia, diminuisce o perde del tutto l’effetto del- 
V’imitazione”. 

95. NIC, pp. 484-485: “La nota[‘121 phrase’ ecc., mentre lo studioso 
pareva — nel suo discorso — riferirsi a quella di p.12: ‘chose commune’ 
ecc.|che sembra riconoscere al Bossi qualche nuovo valore indicativo 
per l’<<Histoire>> che Stendhal stava scrivendo, é contraddetta dalle pa- 
role successive, a penna (1814), che sembrano riassumere l’impressione 
ricavata dalla prima lettura del libro: ‘Cela est’ ecc.” 

96. Non potendolo forse rendere a stampa con mezzi meccanici il Ni- 
codemi, p. 485, avverte: “L’ultima parola dei tre periodi é scritta con 
carattere pil grande”, ma sempre — aggiungiamo — con lettere minu- 
scole, esclusa naturalmente l’iniziale. 

A nostra volta rendiamo la differenza grafica mediante lo spazieg- 
giato. 

97. NIC, p. 484 (“Le lecteur se tait et abrége ce que l’auteur s’éver- 
tue”). Il riferimento alle <<Lettres persanes> ci sembra sia stato fatto 
a senso da Stendhal. Cfr. nella ‘Lettre CIX, — Usbek a***’: “Dans la 
plupart des livres, l'auteur n'a pas fait les compliments ordinaires, que 
les lecteurs sont aux abois: il les fait entrer 4 demi-morts dans une 
matiére noyée au milieu d’une mer de paroles”. 

98. NIC, p. 485: “Continuano i riferimenti a pagine del testo, a penna, 
del 1814”, 

O97 NIG w1OC. Cit. 

100. NIC, loc. cit.: col testo — per il Bossi: “esempio quasi” (abbiamo 
aggiunto l’ultima parte — omessa da] Nicodemi — della frase “figlia di 
troppo della autorita a petto di siffatta madre”) e per Stendhal: “della 
natura, ‘Je comprends’, Cailhardt”. (Si tratta del noto autore dramma- 
tico, assai sovente menzionato dal Beyle nelle sue ricerche di scrittore 
teatrale; cfr. nelle «<Pensées, Filosofia nova>, ed. Martineau, special- 
mente al t. Il, Paris, Le Divan, MCMXXI, p. 309. Curioso e simpatico 
insieme @ quanto riguarda il giovane Beyle che va dal Cailhava a com- 
perare copia del suo introvabile <Art de la comédie> e fu scritto — a 
Roma e a Civitavecchia nel 1836 — nella «Vie de Henri Brulard>>, ed. 
Debraye-Royer, t. II, ivi, Champion, 1913, nelle «Oeuvres complétes de 
Stendhal>, p. 94, e anche in altra citazione omessa dalla <<Table 
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alphabétique>> del Martineau — forse perché il nome dell’autore, in cor- 
sivo, € stato creduto nella schedatura titolo di libro? — p. 159). 

Cfr. nelle edizioni dell’opera curate dal Martineau, in quella della 
collana “Le livre du Divan”, t. II, MCMXXVII, p. 202 (dove, per evidente 
errore di stampa, é scritto “art” in luogo di “Art”) e p. 272, e nell’edi- 
zione critica — ivi, Le Divan, 1949, col titolo «Vie de Henry Brulard>- 
— t. I, p. 463 (e nel commento dello studioso, t. II, p. 329, in un luogo 
non registrato dalla ‘Table sommaire des sujets traités’). 

101. NIC, loc. cit. Per cattiva lettura il numero di rinvio é dato come 
42 anziché 119, Anche qui é presentato un testo senza indicare se c’ée 
dove consiste l’integrazione: “religion” 

A questo punto senza alcuna indicazione (ma nel contesto della tra- 
scrizione delle note dell’ultimo foglio incollato alla copertina) il Nico- 
demi scrive: “Un altro lieve segno di penna si riferisce al passo del 
Comanini [per errore di stampa: Comainni] sul <Figino overo del Fine 
della Pittura>> (Mantova, Osanna, 1590), dove si dice di Francesco di 
Francia che non potendo trasferire la pittura del Cenacolo in Francia, 
come avrebbe voluto, ne fece fare una copia in argento”. Ora, dato l’er- 
roneo riferimento a p. 42 anziché alla 118, non é difficile ritrovare pro- 
prio a detta p.42 — articolo ‘Gregorio Comanini (1591)’ — il riferimento 
del contesto. Si rettifichi perO avvertendo l’inutilita della segnalazione 
in quanto anziché di un segno a penna si tratta di un lieve frammento di 
fibra quasi all’estremo del margine. 

102. NIC, p. 485 (che, nella glossa di Stendhal, riporta “236” anzicheé 
“136”, ma fa un giusto riferimento alla citata copia di Castellazzo. I] 
Grenoblese, fatto il suo sopraluogo, stendera la nota sul foglio di guardia: 
l’abbiamo gia riferita). 

103. Con l’ausilio della preziosa pubblicazione di H. Martineau, «Le 
calendrier de Stendhal» avec la collaboration de J. Lefranc et de M. 
Liévre (Paris, Le Divan, 1950), p. 162, l’anno va evidentemente integrato 
in 1816. 

104. NIC, p. 486 (che parla per svista di “due note” e attribuisce loro, 
con la solita congettura, la data del 1814: il Nicodemi da inoltre il testo 
senza indicare gli scioglimenti con “Tordor6” [mentre l’accento non é 
necessario nel testo francese e, a maggior ragione, non risulta dal ms], 
“premiére”, “copie”, “négociant”, “rue de Tenaglia” e scrive, per faci- 
litare il lettore, “été” (gli accenti non risultano dall’avtografo nemmeno 
per rapidi segni), “Fontana” e “Chartreuse”. Per l’abate Tordoro (sul 
quale sarebbero desiderabili nuove ricerche per ricostituire il mondo di 
Stendhal “Du cété de chez Pietragrua” — anzi “de chez Grua” — in tutta 
la complessita degli interessi e delle amicizie) é facile un rinvio ai luo- 
ghi del <<Journal d’Italie>, ed. Arbelet (II ed., Paris, Calmann-Lévy, 
[1911]), alle pp. 162 e 165, gid che pur nella sua “apparence d’un homme 
remarquable”, come dice Stendhal, lo vediamo mescolato nell’ “entou- 
rage” d’Angelina, col Wiedman, col Turenne “alias” Turcotti e con altri. 
Si vedano tali passi sempre alle date: 15 septembre, e Milan, 15 septem- 
bre 1811 (écrit le 16 septembre) nella compagine complessiva del <<Jour- 
nal>> che — anche per diverse lezioni secondo mss vari — Si puo leggere 
nell’ed. Debraye-Royer presso Champion, t. IV, pp. 77 (con nota illu- 
strativa a p. 281 per alcuni nomi) e 79, e editio minor, presso Gallimard, 
t. IV, pp. 72 e 75 (notiamo nei due luoghi “Tordoro” appunto senza 
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accento) e quindi ed. Martineau, presso il Divan, t. IV, p. 292 (“Tordoro”) 
e 296 (“Tordoro”). a 

L’ab. Tordoro era anche trai familiari, 0 almeno fra i conoscenti, 
di Vincenzo Monti, come si rileva da una testimonianza del poeta nella 
sua <<Lettera[...]all’ abate Bettinellicav. della Corona di ferro, membro 
dell’Istituto italiano” (Milano, Da Cairo e Comp., 1807), p. 42 n., che per 
comodita il, lettore puo anche vedere nelle <Poesie varie> del Monti 
stesso (ivi, Presso Giovanni Resnati e Gius. Bernardoni di Gio., 
MDCCCXLI, t. V delle sue <Opere>) p. 433 n. e quindi nell’<<Epistola- 
rio> raccolto,ordinato e annotato da Alfonso Bertoldi, vol. III (Firenze, 
Le Monnier, 1929), p. 70 n. 

Si noti che in questa pregevolissima raccolta delle lettere del Monti 
e dei suoi corrispondenti gli accenni all’abate sono con tutta evidenza 
confusi con quelli del noto commissario ordinatore in capo alla terza di- 
visione del Ministero della guerra nel periodo napoleonico, come spiega 
una nota del Bertoldi nel vol. III (del 1928), p. 269, per una lettera del 
poeta in data 10 ottobre 1802 al fratello Cesare dove appunto si parla del 
“cittadino Benedetto Tordoro”. (E segue a conferma, nella medesima 
pagina, una lettera senza data, del Monti, “Al consigliere Benedetto Tor- 
doro, Milano”). Ora i restanti rinvii dell’ ‘Indice generale’ ad altre let- 
tere del poeta ~ vol. III predetto, al conte Ferdinando Marescalchi, in 
Parigi, del 15 luglio 1809, e vol. IV, del 1929, alla moglie, in data 8 lu- 
glio 1813 — e anche ad un’annotazione allegata ad una lettera dell’editore 
Stella al Monti, del 7 agosto dell’anno stesso, si riferiscono tutti all’a- 
bate. Probabilmente é per il medesimo (e per qualche suo familiare) ii 
cenno d’un poscritto d’una lettera del Mustoxidi al Monti in data 22 no- 
vembre 1820: nell’ <Epistolario> cit., vol. V, del 1930, a p. 289: a tale 
luogo non fa rinvio l’Indice generale dell’opera. 

Dell’abate (a parte il soggiorno romano a cui allude Stendhal) non ci é 
stato possibile ritrovare tracce negli archivi di Milano, e specialmente 
nell’Archivio storico civico, dove pur sono conservati documenti relativi 
al commissario, forse suo parente. Possiamo comunque segnalare, se a 
lui va riferita, che nell’antico cimitero milanese di Porta Vercellina — 
quello famoso della Mojazza — esisteva una lapide per un sacerdote Tor- 
doro (“Alla memoria — del Sacerdote Giuseppe Tordoro — del fu dottor 
Antonio — ultimo di sua famiglia — gia chierico regolare somasco — 
uomo pio caritatevole — esatto ne’ propri doveri — nato il 4 febbraio 
1765 — manco ai vivi il 29 dicembre 1841 — li nipoti riconoscenti — po- 
sero”). Tale lapide é€ conservata nella <<Collezione delle iscrizioni la- 
pidarie...>> di Giuseppe Casati, vol. IV, ‘Porta Vercellina’ (Milano, 
Dalla Tipografia di Giovanni Tamburini nella contrada di s. Raffaele, 
1852), p. 285. 

Allo scopo di favorire le ricerche di studiosi stranieri ricordiamo 
che il pil noto dei Tordoro é Giovanni, predetto, che il 30 luglio 1801 
quale ministro interinale della Guerra nella Repubblica Cisalpina prende 
il posto di Pietro Teulié e il 22 febbraio 1802 viene a sua volta dimesso 
dal posto a cui dal Bonaparte, presidente della Repubblica Italiana, é 
nominato Alessandro Trivulzio. (Cfr. A. Comandini, <L’Italia nei Cento 
Anni del Secolo XIX...»>, Vol. I, ‘1801-1825’..., Milano, A. Vallardi, 
1900-1901, alle pp. 20 e 39. Questo volume a p. 20 riporta il ritratto del 
personaggio, rame inciso da Chrétien su disegno di Fournier, collezione 
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Osnago, di Milano. A questo proposito: indichiamo nel Gabinetto delle 
Stampe di Milano — alla segn.: “Raccolta Bertarelli”, RI m. 41 69 — un 
ritratto del Tordoro — ornato dei titoli di barone e di cavaliere della 
Corona ferrea — inciso da Luigi Rossi per la Lit. Doyen di Venezia). 

A questo personaggio quale ministro interinale della guerra é indi- 
rizzata una lettera del Foscolo in data del 25 termidoro anno IX (13 ago- 
sto 1801) in riferimento ad una lettera di lui, del 15 dello stesso termi- 
doro (3 agosto); cfr. ora l’<<Epistolario>> del Foscolo, vol. I, ed. P. Carli 
(Firenze, Le Monnier, 1949, Edizione nazionale delle Opere, XIV), alle 
pp. 113-114, con la lettera del poeta numerata 76 a p. 427 per il regesto 
— numero XXX — per quella del Tordoro con rinvio ad una pubblicazione 
del Martinetti che la contiene. 

Nell’Archivio storico civico di Milano sono, per altro, conservati 
molti documenti del rag. cav. cons. Luigi Tordord (che anche dall’indi- 
cazione di G/entile] P[agani],archivista ordinatore, sulla “camicia” dei 
documenti stessi non si sa in che parentela fosse col predetto Giovanni). 
Questo consigliere é, nel 1802, il “ragionato [cioé ragioniere, contabile | 
generale” presso l’Amministrazione dipartimentale dell’Olona nella Re- 
pubblica Italiana: stimatissimo amministratore tento che a, suo tempo, 
lo troviamo lodato superiore d’ufficio di Carlo Porta che gli dedica nel 
1815 il sonetto ‘El mangia e bev in santa Jibertaa’. Cfr. l’ed delle «<Poe- 
sie milanesi> a cura di S. Pagani (Milano, Ceschina, 1944, vol. I. p. 264: 
il “nost Luvis”, come ricorda anche il commentatore, era consigliere 
del Governo e membro della Commissione liquidatrice del debito pub- 
blico. Indubbiamente si riferisce a lui (“pranzai con Tordor6o”: ed é 
proprio quanto forma il pretesto del sonetto) il cenno del poeta nel po- 
scritto ad una lettera del Grossi, del 28 settembre 1820, di cui nel <Car- 
teggio>- del Manzioni, a cura di G. Sforza e G. Gallavresi, Parte I (Mi- 
lano, Hoepli, 1912), p. 494. Ora il ragioniere Luigi Maria Tordoro (il 
cui nome compare in numerosi documenti dell’epoca, appunto per l’auto- 
rizzazione di pagamento di mandati e simili) era figlio del causidico e 
notaio collegiale Antonio e quindi fratello del sacerdote Giuseppe di cui 
sopra. 

Il Casati, op. e vol. citati, p. 182, conserva il testo dell’iscrizione 
della tomba posta nel cimitero della Mojazza: “Alla memoria — del Con- 
sigliere di Governo — presso |’ I. R. Magistrato Camerale — e della 
Commissione liquidatrice — del debito pubblico — Luigi Tordoro — ca- 
valiere della corona di ferro — ordine III aust. — magistrato integerrimo 
— pio benefico — morto il 21 dicembre 1835 — il nipote D. Giovanni Sa- 
vini erede — pose”. Era nato, come risulterebbe da alcuni documenti, 
nella parrocchia di S, Vittore al Teatro il 12 dicembre 1760, ed aveva 
poi avuto abitazione in quella di S. Giovanni sul Muro, sempre in Porta 
Vercellina. (Pud interessare che a p. 284 del cit. vol. del Casati e ri- 
portato il testo della lapide per la sorella di Luigi, cioé Marianna in Sa- 
vini, morta il 6 gennaio 1841). 

Si veda per qualche cenno il Coraccini (ma Valeriani), <<Storia del- 
Vamministrazione del Regno d’Italia durante il dominio francese... > 
(Lugano, Velandini, 1823), p. CXXIX, dove non é ricordato che come 
“TORDORO Milanese” il commissario di guerra. Tale fonte — anche 
secondo la traduzione francese (Paris, Audin et Canel, 1823, p. LXXXVI 


— @ stata spesso citata dagli studiosi. 
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Per quello che riguarda il Passetti possiamo dire che la Contrada 
delle Tenaglie congiungeva appunto Piazza Fontana con la Contrada di 
Porta Tosa (attuale Corso di Porta Vittoria), come rileviamo, ad es., 
dalla <<Pianta della Citta di Milano. Anno 1822> allegata a <La ville de 
Milan nouvellement decrite [sic]> par le peintre Frangois Pirovano 
(nella traduzione di Mr le C.... B...., cioe del conte Luigi Bossi), Mi- 
lan, Silvestri, 1822. Gli sventramenti degli ultimi anni (per cui anche il 
palazzo novecentesco che faceva da angolo aveva ai due lati la targa 
“Piazza Fontana”) e i bombardamenti aerei dell’agosto 1943 ne hanno 
pressoché fatto scomparire il tracciato perfino nel tratto che congiun- 
geva la Piazza propriamente detta alla via che menava al nuovo Verziere. 
Nella seconda meta del Settecento, con la costruzione della fontana epo- 
nima e il rifacimento della facciata dell’Arcivescovado per opera del 
Piermarini, il medievale Verziere @ stato trasportato all’incirca nella 
nuova zona (dove lo cantera il Porta) e la Piazza ne era stata di molto 
abbellita dal punto di vista architettonico. 

Per quanto riguarda l’identita del Passetti (certo negoziante, a stare 

all’ integrazione) benché di omonimi — anche con la grafia “Pasetti” — 
si conservino vari documenti nell’Archivio storico civico di Milano, non 
ci é riuscito di poter dare alcuna notizia sicura. 
105. NIC, p. 485 (con riferimento, per errore di stampa, al testo di 
Stendhal p. 147 anziché alla 247): “qui é chiaro come fossero indicati i 
passi del Guarna nella <Simia> che lo Stendhal riproduce nel suo libro”, 
O piuttosto i riferimenti all’ operetta gia da noi menzionati. 

Segue alla p. 486 (nota gia citata per la trascrizione delle glosse di p. 
247): “In testa alla pagina 247 si trova infatti confermato l’intenzione da 
un appunto a matita: ‘Bon Comique, [la virgola non @ nel testo, avver- 
tiamo] to take for Bramante, 2 8bre 1816”. 

106. NIC, p. 486. 

107. NIC, loc. cit. (can “Dessin” in luogo di “dessein”). 

108. Corretto su parola precedentemente scritta e ora illeggibile. 

109. NIC, loc. cit. (col testo “Ceux classiques”). Si tratta della nota 
collezione della Societa Tipografica dei Classici Italiani e del <Trattato 
della Pittura di Leonardo da Vinci>, curato e presentato da Carlo Amo- 
retti in edizioni varie, nel 1804). Il ritratto di Leonardo, scolpito dal 
Boggi si trova, ades., in controfrontespizio dell’edizione del <Trattato>, 
ivi, 1804 (in Braidense, segn.: Cons. K.67). 

E superfluo indicare l’importanza dell’Amoretti come “fonte” del 
Beyle, per cui basta rimandare all’Arbelet, <L’Histoire de la peinture 
en Italie et les plagiats de Stendhal>, pp. 188-215. 

110. NIC, loc. cit. Non comprendiamo a che cosa si riferiscono: forse 
si tratta dell’abbreviazione del nome di un incisore? 

111, NIC, loc. cit. (testo : “Céne”). 

112. NIC, loc. cit. (testo: “entract”). 

113. NIC, p. 486. 

114. NIC, loc. cit. 

115. Si veda il noto passo nelle gia citate edizioni del <Journal»>: ed. 
Debraye-Royer, presso Champion, t. IV, p. 188; ed. minor presso Galli- 
mard, t. IV, p. 170, e ed. Martineau, presso il “Divan”, t. V., p. 79 (e 
sempre nel <Journal d’Italie>, ed. Arbelet cit., p. 295). 


A STRUCTURAL COMPARISON 
OF THE TWO FOLIES TRISTAN 
Alfred Adler 
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The <Folie Tristan» of Oxford (Fo) and the <Folie Tristan> 
of Berne (Fb) are two versions of one theme.’ The subject in 
general and many details are identical for both versions (Fo, pp. 
1-2; Fb, pp.7 ff.). In each Tristan disguises himself and plays 
the role of a jester before King Marc and his court. He suc- 
ceeds in deceiving Marc, and he makes himself known to Iseut 
and Brangien. The possibility that the subject matter has been 
invented by the authors of Fo and Fb may be ruled out. The 
content of the two <<Folies> is derived either from a common 
source or from Béroul (Fb) and from Thomas (Fo). Both Bé- 
roul and Thomas have drawn from the resources of an old “ma- 
tiere.” Thus, directly and indirectly, the core of Fb and Fo is 
in the tradition.° 

The purpose of this study is to compare the structures of Fb 
and Fo, and to seek an answer to the question: What are the 
literary values of Fb and Fo, the values for the sake of which 
the two poems may be read and appreciated as literature? What 
are Fb and Fo as ends in themselves? 

Fb is composed of 572 eight syllable verses; Fo, of 998 such 
verses. These two bodies of verses cannot be uniform entities; 
they must fall into parts. How is each part related toeach other 
part and to the whole? To what extent is it possible to make 
statements about all the 572 verses of Fb, and about all the 998 
verses of Fo, so that each verse of Fb would bear out the state- 
ments made about all the 572, that each verse of Fo would bear 
out the statements made about all the 998? 

It may seem a paradox that a comparison of the two poems 
from the point of view of structure will stress differences more 
than likenesses. In accordance with the particular nature of the 
task, the initial step will be the examination of the parts of one 
poem (Fb) in their relation to each other. Then, with some in- 
sight into the structure of Fb, Fowill be studied in its own right. 
Comparison there will be in the sense that the specific signifi- 
cance of Fo will be set off against Fb. Frequently a feature 
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“similar” as to the “matiére” will throughout have an entirely 
different meaning depending on whether the feature is indexed 
in the terms of Fo or of Fb. 

Fb (as well as Fo) is a short story with a narrative plot and 
a “pointe” to this plot. The “pointe,” the solution proposed for 
the problem developed in the plot, should be the criterion by 
which the story can be divided into parts, the parts being dis- 
tinct steps which lead to this and no other dénouement. Now the 
solution is simple: Tristan has convinced Iseut of his identity; 
she is willing to receive him back as lover while Marc is ab- 
sent. In the mood of a fabliau the lovers hope that Marc may be 
absent for a long time. Flippant as she may seem, Iseut feels 
that she is under the feudal obligation to confer her reward 
(“guerredon”) upon the man who has suffered and toiled for her 
sake (533-572). In Fb, then, the dénouement is the resumption 
of an adulterous love affair conceived as a “guerredon” owed to 
the lover. In the world of Fb, this solution had been anticipated. 
From the beginning Tristan had based his “rights” on his (feu- 
dal) services. He had “sofert” (55), endured “destrece” (57), 
“soferte et tante poine atie” (66). Speakingas a fool before Marc 
and Iseut, he claims: “Mainte delereuse jornee...ai...aiie et 
soferte” (225-26), and he asks for his indemnity: “Car m/’esto- 
rez, dame, ma perte En doz baisiers...” (227-28), “Le guer- 
redon...vos demant” (283-84). Clearly, with the controversial 
“suerredon” as a crucial issue, Fb can be divided into four 
parts: Tristan’s decision to embark upon the course of action 
necessary to get his “guerredon” (1-113), his tactics before 
Marc (114-249), before Iseut (250-537), and the dénouement 
(538-572). The third part is the longest and the most important 
one, All four parts and their relationships with each other will 
have to be examined with respect to attitudes toward the pecu- 
liar “guerredon.” Each part will be expected to add distinct 
shades to each other part. 

Tristan’s “reward” is a very intimate thing, yet it is termed 
“guerredon,” as if it were a matter of public interest. Now, in 
the world of Fb, Tristan’s love affair, the scandal it caused, is 
given the most blatant publicity. From the beginning, and dif- 
ferently from the secretiveness of Fo, “Mout est Tristanz mel- 
lez a cort” (1). Quite openly, “Marc viaut...que Tristanz lou 
sache” (5), and “Clamez s’an est a son barnage” (10), “sans 
celer” (14), “Lo mesfait Tristan lor descovre” (17). The gen- 
tlemen promise Marc to make the matter their concern (31-32). 
This publicity is not an interpolation (Lutoslawski, <Romania>, 
XV, 512-3), not a “maladresse de la part du poéte de Fb” 
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(Hoepffner, Fb, p. 5G). It is one aspect among others of para- 
doxical publicity in a world (Fb) where a clandestine, illegiti- 
mate love affair will, in the end, be presented as a feudal obliga- 
tion (“guerredon”), within the realm of public interest. Indeed, 
Iseut eventually feels obliged to give Tristan his “suerredon,” 
because, in her opinion, this is an obligation: “Don mal soie 
fille de roi, S’or ne vos rant le guerredon!” (555-56).* 

In Fo, Tristan’s voyage to Tintagel is developed like a jour- 
ney to a fabulous land. Fb skips the description of the journey. 
Since Tristan had been visualized as being in close contact with 
the court hostile towards him, he and the court are a unit. No 
supernatural distances exist between Tristan and the court of 
Tintagel. Tristan and the members of the court are at close 
quarters from the beginning, both parties loudly quarreling 
about “mesfait” and “guerredon.” 

Thus, the first part of Fb (1-113) insists on the public char- 
acter of a most intimate problem. Tristan disguises himself 
because he is too well known (108). Now the disguise is a sali- 
ent point of the “matiére.” Tristan has no right to expect any 
reward; his very appearance before Marc is sheer foolhardi- 
ness; his disguise is meant to reduce somewhat the danger in- 
volved in his appearance. So much for the “matiére.” In the 
structure of Fb, however, the question is whether or not Tris- 
tan’s disguise will be used to create the effect of “undesirable 
publicity,” an effect which the author of Fb produced by means 
of several other devices throughout the poem. Indeed, in Fb 
there are loopholes in the disguise! Just solid enough to pre- 
vent an unqualified recognition and ensuing arrest, Tristan’s 
disguise is transparent enough to embarrass Marc and his court. 
The “fool’s” allusions to former occurrences are so clear that 
Marc, benighted as he is, begins to wonder. “Marc en esgarde 
la raine, E cele tint la chiere encline” (208-9). Public opinion 
seems affected. “En la sale maint en consoille Li uns a ]’autre 
en l’oroille” (246-7). Marc’s entourage is uneasy (“N’a fol baer, 
n’a fol tancier!” [193]).° The gentlemen are thoroughly con- 
fused: “Mien esciant, tost avandroit Que messires cel fol crer- 
roit” (248-9). Marc’s decision to break it up follows immedi- 
ately (250). Is he actually perturbed? Does he suspect an iden- 
tity? At any rate, the fool’s allusions make it abundantly clear 
that Iseut’s former love affair is universally known, known to 
this “fool.” The abrupt departure of the king leaves the impres- 
sion that he does not wish to encourage the fool to expatiate any 
farther on what he knows, what everybody seems to know (what 
Marc himself had publicized in the beginning!). Too much of 
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such knowledge puts an outsider in the position of a potential 
blackmailer. A twist of the “matiére” peculiar to Fb! Perhaps 
the disguise serves the purpose of showing Marc as being more 
interested than Tristan himself in cutting short any further em- 
barrassing evidence for the “fool’s” identity or infor mation. 

Tristan had alluded before Marc to the incident of the love 
potion and to the “loge de feuillage” where Marc had permitted 
himself to be convinced so easily of the lovers’ innocence. 
Taken in isolation, these allusions must seem “sans motif,” 
“une maladresse,” for “L’auteur dépasse ici les extrémes limi- 
tes de la vraisemblance, comme s’il voulait le faire reconnaitre 
non seulement par Iseut, mais par Marke iui-méme” (Hoepffner, 
Fb, pp. 71, 82). In a framework in which the feature of undesir- 
able publicity is an important factor, the embarrassing quality 
of these allusions seems to fit well. Tristan acts before Marc 
like an undesirable reporter with the power of potential black- 
mailing. The quality of this reportage is maintained from the 
moment of his appearance before Marc by the manner in which 
he gives his “credentials.” In Fo, he says: “Ma mere fu une 
baleine, En mer hantat come seraine” (273-74). There is the 
mist of a fairy tale, a fabulous mother, no father. Whimsically, 
but in keeping with the emphasis on “personalia,” in Fb, Tristan 
introduces himself: “G’e non Picous.” His father was “uns 
galerous,” his mother “une balaine,” and to make the pedigree 
complete, there is a sister, named Brunehaut, whose kind favors 
can be counted on (156-61).° 

The allusions before Marc cause the precipitate withdrawal 
of witnesses. The interlude between Tristan and Brangien 
serves the no less evident purpose of blackmailing. Tristan 
practically bullies her into connivance by alltooclear allusions: 
“Et vos, Brangien, qui l’aportates (the love potion), Certes, 
malemant esploitates” (314-15). She is at his mercy: “A ses 
piez chiet, merci li crie” (322), she connives, advising Iseut to 
acknowledge Tristan’s identity (357-65). 

It would seem natural for Tristan to speak to Iseut about 
their old love, to try to restore her former feelings toward him. 
It would have seemed natural that Tristan before Marc refer to 
former services rendered to Marc. This is done in Fo. In Fb 
the opposite happens. Whereas Marc is intimidated through the 
allusions to intimacies, Iseut is reminded of feudal services 
which would justify the claim of “guerredon.” Tristan reminds 
her of his sufferings for her sake (338-55). He speaks of the 
“harpeur” who had carried her off and from whose power Tris- 
tan had delivered her (378-91). This occurence had taken place 
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before Marc had begun to suspect Tristan and Iseut, at a time 
when Tristan’s renown as Marc’s outstanding kinsman was still 
unimpaired, Furthermore, since Marc had abandoned his wife 
to the “harpeur,” the implications of this allusion disqualify 
Marc as a champion of marital honor. 

There follows the long reference to Tristan’s stay with Iseut, 
when the latter was hostile to him because of Morholt, until the 
day when Tristan had accomplished his mission as the match- 
maker for his liege Marc (395-429). Up to this point, then, 
Tristan’s allusions to Iseut represent him not as the clandestine 
lover, but as a feudal servant faithful to his liege, as the right- 
ful claimant of a feudal “guerredon.” Having toiled in the ser- 
vice of Marc, if Tristan drank the fateful potion, he must seem 
a victim of fate rather than a transgressor (430-39). His claim 
is made to seem rightful, or, where this argument fails, there 
is the other argument of Fb, extortion through the threat of pub- 
licity: “Je vous feroie mout tost prandre Et au roi vos ovres 
antandre” (470-71). Immediately following, the joy displayed by 
Husdent, Tristan’s dog who recognizes his master, strengthens 
the impression that dangerous evidence is at hand. Less real- 
istic in Fo, in Fb Husdent is both a creature apt to substantiate 
a threat of blackmailing, and — a faithful “feudal” servant to 
whom may be said: “La norriture c-ai mise en toi soit be- 
neoi’te’ (521-22), a rightful, animalistic claimant of a feudal 
“ouerredon.” Iseut’s ring, the “anelet” (538), constitutes fur- 
ther evidence, but on a level not higher than the animalistic 
“joie del brechet” (539). So, as a “fille de roi” she acknowl- 
edges her noble responsibility to grant an animalistic “guerre- 
don.” 

The truculence of Fb has been noticed. The structural sig- 
nificance of this mood in its effect from part to part can now 
be formulated. Tristan is an outcast from the world of feudal 
values. His problem is to intrude into this world. According to 
tradition, the fool’s disguise is to protect him in his intrusion. 
In Fb, he uses his disguise to intimidate the feudalists. In an 
atmosphere conducive to publicity, he threatens to go beyond the 
limit of what even this atmosphere allows for. Caught in the 
cobweb of feudal values, he insists on feudal values, the “guer- 
redon” — with tongue in cheek. For not only has he forfeited a 
“suerredon,” the nature of his relaticnship with Iseut is known 
to have been such as to call for a loving reception on grounds 
other than feudal obligations. Since he receives his “reward” 
under feudal auspices, he again goes beyond the limits of “feudal 
things.” Like Eulenspiegel, he intrudes into a world with the 
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result that he reduces this world of values to the absurd. Writ- 
ing in the spirit of the fabliqux, the author of Fb knew how to 
delight such readers as were eager to discover loopholes in the 
wall of feudalism. To them he gave weapons of attack: a little 
knowledge (the allusions!), this dangerous thing, and the very 
code of feudalism (the “guerredon”!) used against feudalism it- 
self 

The “matiére” in the <Folie Tristan» of Oxford is very 
much like that in Fb. Under the structural scrutiny applied to 
Fb, there emerges in Fo a world of experience entirely differ- 
ent from that of Fb. 

In Fo, nothing Tristan alludes to convinces Iseut that this 
ugly fool could be Tristan, the handsome paragon of knighthood, 
not even the evidence of Husdent’s manifestations, not even the 
ring. Quite the contrary! The fact that the fool possessed the 
ring, this token of the old love, convinces Iseut that Tristan 
must be dead. Alive, never could he have parted with this ring. 
“Kar ¢o sai je ben, s’il vif fust, K’autre home cest anel n’etist” 
(965-66). Tristan, seeing her tears “Pité l’em prist” (970). 
Her tears prove to him that she still loves Tristan, “Une belle 
idée poétique que l’auteur introduit dans son récit” (Hoepffner, 
Fo, p. 5). So he does not require her any more to love him in 
his disguise. “Sa voiz muat, parlat a dreit” (975). Imbued with 
courtly standards, the Iseut of Fo can be in love only with a 
handsome knight, an incarnation of courtly ideals. This weak- 
ness of hers, if such there is, has been forgiven. Her tears 
have proved her to be a genuine faithful courtly lover. There 
is, then, beauty, an indispensable courtly requirement, and loy- 
alty — to the ideal image of courtliness. Both are practically 
one and the same. Nothing the fool had said, however conclusive 
it might have been, could make her love the appearance of un- 
courtly ugliness. Haunted by the vision of courtly beauty, she 
has faith in this vision alone. In that courtly sense, she is faith- 
ful and true, “bele...e enterine” (972). Her vision of courtly 
love is the spiritual “moélle” of the courtly way of life, more 
precious than any “écorce” of the world of appearances. The 
spiritual power of her vision, the image of Tristan as she re- 
members him, transforms an ugly appearance into beauty, shows 
her Tristan in his “propre forme.” 

Some implications are obvious. Outwardly, as “écorce,” 
Tristan’s and Iseut’s love is an objectionable affair. The fool’s 
allusions cannot but exhale odors of an unsavory kind. In Fo, 
however, Iseut’s love has nothing to do with anything contained 
in the allusions. Consequently, the centre of experience in this 
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love affair seems beyond the atmosphere of unsavory particu- 
lars. On the other hand, after we have learned how this love is 
exalted, Tristan’s allusions appear in a new light. After all, 
what were his allusions if not the amplified account of his love? 
Therefore, the details he mentioned, were they not the “écorce,” 
the coarseness of which was deceptive, whereas, inwardly, the 
“moélle” was and remains “enterine” ? 

Goodness, excellence, revealed in the image of courtly beau- 
ty, goodness which is beauty as beauty is goodness, an experi- 
ence the exclusive privacy of which can be felt only in the at- 
mosphere of courtly love! This is the result. If there is some 
unity in the structure of Fo, the parts of the poem must be so 
many steps of preparation for such outcome. 

In the beginning (1-56), all Tristan asks for is not a “guer- 
redon,” but “guarir ou murir” (6). Unable to recover from his 
love sickness (15), he chooses death, yet under circumstances 
which would make Iseut realize that he died for the love of her. 
Such death would be more “beautiful.” “Siveus plus suef en 
murreit” (24). Clearly, the quality of such love can be experi- 
enced only in exclusive privacy. Tristan “se cele” (25), “ne volt 
vers nul descovrir” (26), not even to his closest friend Kaherdin 
(28). There is an aesthetic quality in this secretiveness. “Tris- 
tan se cele cuintement” (57). In this mood, unlike the approach 
of Fb, names are reduced to a bare minimum. 

In Fb, Tristan’s journey is scarcely mentioned. In Fo, Tin- 
tagel, Iseut’s abode, is distant, elusive and exclusive, mysteri- 
ous, otherworldly, as Tristan’s and Iseut’s love. The descrip- 
tion of the journey is extensive (57-178), with incidents supplied 
by the author of Fo (Hoepftner, Fo, 4), glimpses of the sea, the 
boat, the crew, and the arrival after twelve nights and one day 
(57-94). Tintagel is a fabulous castle (95-142). Partly shaped 
after Wace’s <Brut>, the <<Eneas> (Hoepffner, Fo, pp. 16-17), 
perhaps with reminiscences from the «Lai du Chevrefueil> of 
Marie de France (Hoepffner, Fo, pp.18-19), the castle disap- 
pears temporarily, a “chastel fae” (133). Structurally, the story 
of love, so mysterious, would call for a castle with just this 
feature. 

Nobody would have recognized Tristan in his perfect dis- 
guise (205-24). He obtains his attire to serve his purpose from 
a fisherman. The trait is original with Fo (Hoepffner, Fo, p. 4). 
The emphasis on the complete effacement of Tristan’s status as 
a knight is another expression of his wish to die. His self- 
inflicted social “Death” is made poignant by contrast with the 
marvels of Tintagel before him. The knight who wished to die 
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for Iseut actually dies a “social” death, with Iseut’s splendid 
abode as the “witness” before him. Not unlike Perceval, this 
other fool forces his way into the castle with a “pel” in his hand. 

He is not a blackmailer. His presence in this environment 
seems like Perceval’s presence in Arthur’s castle and in the 
Grail castle — the only really justified presence in such an en- 
vironment. Unrecognized by profane eyes in the castle which 
tends to disappear to profane eyes, this last who will be first 
moves ina circle of values for which there is no conventional 
formula. He asserts to come from a whimsical wedding. “As 
noces fui L’abé del Munt...Une habeesse ad esposee” (229- 
31).” Fool’s talk? Or areminder that he comes whence there 
is no conventional formula for moral standards? 

Thus, the full impact of the tune as it rings in the end seems 
harmoniously prepared: first, death, self-effacement in the 
aura of courtly beauty; then, this beauty externalized, eerie as 
a dream, courtly as a dream castle; thirdly, still external, a 
courtly paraphrase of St. John: “He was in the (courtly) world, 
..-and the world knew him not.” Two questions remain. How 
will the fool fare with Marc? How with Iseut? 

Marc is the father image of this feudal dream world. Now to 
Marc Tristan is “dead.” All Marc can comprehend is the fool’s 
jesting, art for art’s sake. He laughs and laughs. “Li rais s’en 
rit” (285), “et si s’en rit” (295), “Li reis e li autre s’en rient” 
(311) “... Li reis s’en rit, kar molt li plest” (381), “Li reis s’en 
rit a chascun mot” (533). In a haughty, aristocratic atmosphere, 
Tristan’s allusions are received as good jokes (261-534). Sig- 
nificantly, these allusions before Marc contain instances of self- 
denial, of sacrifices made by Tristan as Marc’s faithful kins- 
man. For Marc, the long reference to the battle with Morholt is 
a good laugh (327-380); so is the reference to Tristan’s suffer- 
ings in the quest for Marc’s bride (381-476). At the end of the 
quest story, an allusion to the love potion moves Iseut to leave 
the room (476-79). Marc, every inch a gentleman, concerned 
with etiquette, “la prent si l’aset jus” (480), and so as not to 
forget that we are among elegant people: “Par le mantel her- 
min l’ad prise” (481). A skillful host, Marc gives Tristan the 
opportunity to change the offensive subject and to jest about 
such a courtly thing as hunting (485-534). Well amused, Marc 
decides to go hunting himself (535-40). 

Indeed, as far as Marc is concerned, feudal devotion (Mor- 
holt, quest) is a “laugh.” Inasmuch as Tristan’s was the life of 
feudal devotion, Tristan is dead. Now the courtly way of life 
is not only in feats of sacrifice, but in courtly love. Has that 
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become a jest too? The memory of Tristan’s love for Iseut: is 
that dead too? In the structure of Fo, the meeting of Tristan 
with Iseut occurs at the fateful moment when courtly love ap- 
pears as the last chance for courtly life. 

In his meeting with Iseut, Tristan tries to evoke the most in- 
timate aspects of the old love affair: bedroom secrets (727-56), 
Iseut’s connivances in fooling the king (777-834, 859-894). No 
longer is he self-effacing. He strives to make her remember 
him in the flesh. The sensuous tone in this part of the poem 
may seem inconsistent with the spirit of self-effacement dis- 
played before Marc when the memory of Tristan’s services was 
laughed to “death.” Taken from the point of view of the dénoue- 
ment, however, the scene before Iseut acquires meaning con- 
sistent with the entire poem. 

As stated, the problem was whether or not courtly love was 
still a reality, the last reality of courtly life. The difficulty: 
courtly love is not of the nature of embarrassing intimacies of 
the kind Tristan alludes to before Iseut. Now it so happens that 
the allusions to these intimacies are precisely specified as 
powerless. Nothing Tristan intimates rekindles the queen’s 
love. Her love is anchored in something beyond the realm of 
his evocations. Her faith in Tristan is beyond anything he can 
possibly argue in his favor. We know him willing to die for her. 
We have witnessed his self-effacement. She alone (in the poem) 
does not see it. She sees him at a disadvantage, as he boasts of 
amorous intimacies. Yet she believes that he would be faithful 
unto death. Love makes her believe what she cannot see (in the 
poem). We know that she is right, for we have seen (in the 
poem). In the structure of. the poem, the miracle of love be- 
comes operative. Since Tristan has been found worthy of love 
anchored in faith, all he had said — was it ever so scabrous — 
becomes an “écorce,” a deceptive appearance of love, the “moél- 
le” being a love anchored in faith. 

Lofty, unfathomable, the queen’s attitude is not without a 
prefiguration, — the attitude of Brangien. She too, “curteise 
esteit” (603). Tristan had to convince Brangien of his identity. 
“Grande dame,” Brangien refuses to understand the reference 
to the love potion (659-60). Yet he did not have to convince her. 
Before he had ever started to plead with her, Brangien had be- 
lieved “K’ico (the fool) Tristan mefsmes soit” (576). 

To summarize and to conclude, identical in the subject mat- 
ter, the two <Folies> differ by the criterion which matters 
most in literature, the linguistic expression of moods. In the 
<Folie> of Berne, a feudal society is seen with the gloating 
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eyes of town folks. In the <Folie>> of Oxford the almost coagu- 
lated blood of courtly life, is made to pulsate triumphantly in 
the crucible of courtly love. For the student of literature, a 
structural analysis discloses the existence of two worlds of ex- 
perience. ® 


1. <La Folie Tristan d’Oxford>, ed. E. Hoepffner, Paris, 1938. <La 
Folie Tristan de Berne>, ed. E. Hoepffner, Paris, 1934. The second 
editions (Fo, 1943, Fb, 1949) have been checked carefully. Since they 
contain nothing relevant to this essay, and since they are not yet easily 
available in this country, the quotations are from the first editions. 

2. W. Lutoslawski, <Romania>>, XV (1886), 511-33 and J. Bédier («La 
Folie Tristan. Les Deux Poémes de la Folie Tristan>, Paris, 1907, pp. 
VI ff.) believe in one common source. Hoepffner (Fb, p. 13; Fo, pp.7 ff.) 
believes that the source of Fb probably was Béroul, that of Fo, Thomas. 

3. G. Schoepperle, <Tristan and Isolt>, Frankfurt a. M. and London, 
1913, is still the main reference for a study of the “matiére.” Helaine 
Newstead has announced <The development of the Tristan legend in the 
Middle Ages» (<PMLA»>, Research in progress, 1948, No. 282). 

4. The author of Fb tends to introduce by name the best known charac- 
ters of the Tristan legend. In the aesthetic economy of Fb, this tendency 
is one aspect of the desire to publicize. 

5. In Fb (192-3, 246-9) the courtiers’ express this uneasiness. In Fo 
(311-4) they praise the fool. Perhaps Fb has followed Eilhart von Oberge 
(ed. F. Lichtenstein, Strassburg, 1877, vss. 8850-5), where the ladies 
and gentlemen notice that the fool does not speak as a fool. It remains 
true, nevertheless, that the trait fits into the framework set by Fb. 

6. “Galerous” means “walrus.” Cf. Thomas, <Romania>, XL, 618 ff. 
These data on the “Enfances Tristan” were in the “matiére.” Where? In 
<<Tristan de Nanteuil>>, the hero, separated from his parents, is raised 
by a siren (“sereine” of Fo?). Cf. E. Brugger, ‘Der schtne Feigling in 
der arthurischen Literatur,’ <ZRP», LXIII (1943), 128. A connection 
between Fb, Fo, and the tales about the Handsome Coward and the Hand- 
some Unknown should be considered, About “Galerous,” see now J. Hor- 
rent, ‘A propos de gallerous — localisation de la “Folie Tristan” de 
Berne — “Galerous” et “Rohal,”’ <Le Moyen Age>, XLII (1946), 43-72. 

7. If “Le Mont” is Mont Saint-Michel off Normandy (Hoepffner, Fo, p. 
100), Tristan may refer to a satirical version of a tradition about festive 
processions in the abbey church, at night, when no outsider was supposed 
to watch. Cf. <Der ‘Roman du Mont Saint-Michel’ von Guillaume de S. 
Paier>, ed. P. Redlich, Marburg, 1894, pp. 58-62. 

8. We cannot agree with J. Horrent, ‘La Composition de la “Folie Tri- 
stan de Berne,”’ «Revue belge de philologie et d’histoire>>, XXV (1946- 
1947), 21-38, according to which article, Fb is “plus profond” than Fo. 
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TWO MODERN CATALAN POETS 


CARLES RIBA, 
POET OF THE MODERN SOUL 
Josephine de Boer 
University of California (Berkeley) 


I 


In Carles Riba, the intellectual struggle of twentieth century 
man turns inward. From earliest youth this brilliant scholar and 
critic has sought to blend the Mind and the Senses into that harmo- 
nious equilibrium essential to the flowering of a well-balanced 
personality. In vain he hopes to infuse the Mind with the actual ex- 
perience of feeling and to imbue the Senses with an appreciation of 
the Immortality of the Mind. But no! Each retains its own identity 
and at the slightest spark of contact with life, they may fly apart 
like antipathic electrons. 


(Diu el Sentit:) 


— Espera, gque sabs tu si aquest és l’espavent 
extrem, oh folla Ment, 

i més enlla ja és la presencia pia 

d’Ella en substancia teva i pensament, 

i el goig menyspreador del moment s’alcaria 
per sobre el goig divers de cada dia 

sol i immutable com un monument? 


(I diu la Ment:) 


— 2Com goses, foll Sentit, d’un somni de puresa 
cenyir ta jovenesa 

pelegrina i ta obscura nuditat? 

Encara et manca acerbament la encesa 

fatiga del carnatge carnal haver menat: 

jai, las Sentit, si el teu dalé encantat 

la sangonent vestidura no ha mesa! 


(I torna el Sentit:) 


— 4Qué en sabs de mes batalles, oh Ment, dins ton pregon 


hostal? Deixa que en ton 
desolament s’hi obstini una esperanga bella 
i surt, déna’m Ja ma, jai folla! perqué el mon 
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se’ns obre avui com la immortal preséncia d’Ella, 
i se’ns renova tota meravella 

: 2 1 
que Oblit entenebria al nostre enfront. 


But although Riba delights in the transparent beauty of pure 
Mind when he says in ‘L’Abséncia’ — * 


Ans mon anima és un paisatge transparent. 
Gespes dell bell desig i tu, en lenta 
regor perenne, oh fidel pensament, 
fontana viva, cada 
bri humil i trement 
penetres d’una forga — vasta i asserenada 
com aquest cel que en ton argent es renta, 


he realizes that by its very immortality, Thought irrevocably with- 
draws beyond his reach.* 


No petgi jo la riba taciturna 
en el Temps es rebat eternament 
com presoner dins una immensa urna 
que una ma grave mou en ritme lent: 
no vull jo ré del em fugi al vent 
dels folls dalers, Oh Temps, oh mar, la cara 
forma que ens torna amb ton renou bullent, 
és un inflat cos mort, o hi ha una rara 
vida d’eternitat en ella, que ens separa. 


It can only be grasped when clothed in the warm fleshofthe senses:* 


T’ha enquimerat la gracia fugitiva 
d’un desig i ara ets deserta, oh Ment: 
jai soletat sense dolg pensament 

i foll tratit sense paraula viva! 


Pero zqué hi fa si dins del teu oblit 
la inquietut profundament perdura? 

Encara el goig sobra la carn s’atura 
com prometanga d’algun cant no dit. 


I ell és el foc sagrat qui et perpettia 
damunt les cendres del desolament, 
no vulguis calma en ton oblit, oh Ment, 
oh folla qui has sabut mirar-te nua! 


As he walks through the quiet afternoon with Psyche, his soul, 
she gravely and serenely suggests that joy is the flame that will 
weld the two irreconcilable ions of his nature.° 


Dins de la tarde nua caminavem plegats 
jo i Psique, mon anima, ella grave i serena 


NOTES 


i jo escoltant-la suspirant, que era la vena 
dolga del plor, negada als meus sentits glacats! 


I ella deia: — gI perque? — I feia un lent silenci. 
I tornava: — gCaldra que una ombra de salut 
governi ta ment folla dins un repds golut 

en cada pensament de una flama s’agenci? 


I deia encara: — Un dia sentiras que’l record 
sol i divers del goig que cada instant la terra 
sobre ta carn posava, pesa més, i t’aferra 

la polg. Jo seré lluny del teu oblit estort. — 


Psique parlava i era als seus nots tant estranya! 
Ni sé com s’és fet muda al bleixa interrogant 
del meu pit...jAi obscur silenci ressonant 

on cada veu que arriba amargament m’enganya! 


The prediction is fulfilled. Joy brings him love and love pro- 
duces joy that timidly touches the poet’s Senses with her light 


breath while his Mind is still oblivious of her presence.°® 


jJoia, callada endolcidora, 
que timida vens aprop meu! 
Toques e! sentit com un lleu 
halé i la ment t’ignora. 


j rant temps que’! solitari orgull 
ja hi dorm de l’antiga ruina! 
Fes-ne ta casa i il.lumina, 

joia, el silenci qui s’hi acull. 


jSigues ma consellera tu, 

la comptadora de mes hores; 
incendia d’Ella mes vores, 
joia, i vesteix me’n el cor nu! 


For joy is the light that penetrates and illumines all men. It is 
the very pulse of life, the force that impels man to action and cre- 
ation. Stronger than sorrow, as powerful as death, to Riba Joy is 


the highest heroism. 


jJoia, dolga conqueridora, 

ja no et resisteix ré de mi! 

Ma vida acut tota aldivi 

clam teu i entorn se t’arremora. 


Car tu has dit: — Comeng jo fui 

i fi seré; el mill6 és encara 

per sé, en el temps, no en l’urna clara 
de l’esperit. 
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2Joia, per qué interrogaria 

si alces tu mateixa el vel? 

2No és la Mort l’amiga fidel 
que en tot cami et fa companyia, 


i ara a la porta del meu pit 

ta furtiva sortida espera, 

tu que entres com alta guerrera 
i surts com el lladre de nit? 


She never really leaves the heart of man but now and then modestly 
draws a veil over her shining countenance. In time the poet came 
to know her well and completely yielded to her wisdom. 


Joia, savia creadora, 

jOh imperial! gqui mai has dit 
que eres alegre? mai quin pit 
te conegué jubiladora? 


Tu que somrius darrera el vel 
si taula et teniem parada, 

amb dolg refs, oh sospirada 
hostessa que ens baixes del cel. 


En ma innocent parenceria 
jo aparelli per ton regal 

la flama del meu cor mortal, 
el so de la paraula mia; 


més tu, divina, el brag estens: 
jcom fou ma casa pobre, obscura, 
fins que es poblava a ta natura: 
sospira, silenci i pensaments! 


II 


She in turn gave him the words he had so long sought in vain. 
At last he cries: 


¢ Com ara, Amor, oh Guia, me punys a fer report 
de ma Joia, en un vers que bellament l’agenci? 


And again: 


Potser només ets l’ombra rient i fugitiva 

d’un desig afermat a habitar dins la ment, 

i t?he cenyida entorn amb carn de pensament, 
amb sang de mes batalles t’he fet encesa i viva. 


NOTES 363 


For the poet’s second great struggle, his inability to find a 
means of expressing his ideas, was due to the fact that his emo- 
tions proceeded from the brain instead of the heart. This vital 
touchstone of the mystic force of pure sentiment now released the 
lyric beauty and diversity of his <Primer llibre d’estances> (1919) 
where Riba says: 


Aixi tu, Joia, tu m’emmenes 
de dins el pit covard els mots com un estol: 
dia i nit foren junts i no els conec a penes: 
dormiren muts, fins ara que deixen mon redol 
amb una estranya musica que fa un batec de vol. 


Bé sé pero sota ta bandera 
quanta de forca em robes: cada mot per mi era 
un torrent de ma sang, set anys de meu voler. 


These poems established Riba as first intellectual lyricist of 
Catalonia and brought to his struggling Soul the limpid calm of 


jBella regina dels immaculats silencis! 

Com una fumerola d’un caseriu en pau 

que puja, lenta i dreta, i es fon amb el cel blau — 
s’eleva ma paraula a tu, perque la vencis 

diluida en l’atzur de ton callar suau, 

bella regina dels immaculats silencis. 


2 Llavors, quin pensament hi haura, sino feli¢? 
Els mots — fites revesses en que ]’idea és closa — 
la veu mortal — a son volar feixuga nosa — 

tot esdevé un silenci clar, on ni el degotis 

dels temps son cant profund i igual poser no gosa. 
2 Llavors, quin pensament hi haura, sind feli¢? 


As Joy declines his song too begins to fade but once experi- 
enced the poet never loses the hope of again feeling and expressing 
the vital spark. 


Ténuement mon cant declina: 
els mots son tendres i perfets; 
mes, febre viva, tu no hi ets, 
tu no hi ets més, joia divina. 


La blava coma ponentina 
escondi el flam etern del sol: 
mes fins que venci el negre dol 
un llarg reflex ens il.lumina. 


No per morir, joia divina: 
devall l’or timid d’un estel 
jo esperaré el retorn fidel 
del cant roent que ara declina.’ 
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III 

Riba’s faith in the return of his inspiration has been abundantly 
justified by the strikingly original evocation of the inner life of 
thinking man that constitutes the production of his maturity — 
‘Tres suites,’ ‘Un nu i uns ulls,’ ‘Lirics de Cambra,’ ‘Espectador.’”® 
Composed between December 1930 and August 1935 and published 
in 1937 during the lull that followed the first fierce outburst of 
civil war, this volume is indubitable proof of the dynamic creative 
force of the Catalan muse. 

Here in the white contour of “poésie pure” whose transparency 
is seldom ruffled by such sparkles of light as “minim cristall del 
blanc repos” or “diamant versatil del dubte,” unfolds the struggle 
between the realm of the spirit and that of the senses. Riba’s in- 
satiable desire to reconcile his own mind and soul has now mel- 
lowed into a less conclusive note conveyed in subtle rhythm and 
simple language often too concise for casual appreciation. The 
tone is set by ‘La palmera.’® 


La nit, amb la profunda fuga 

dels seus ocells damunt tes branques 
vers un dolg orient de blanques 
aurores, no t’ha fet poruga 


ni menys necessaria al meu cor, 
palmera, columna fidel 

sobre qui pesa el primer cel 
que m’és tornat, quan subit mor 


el déu dels somnis que em tenia, 
i em trobo, naufrag, no sé on 
del temps i de la melangia; 


pero hi ets, noble forma, hi sén 
tos raigs contra el dia — oh quiet 
triomf d’un pensament perfet! 


This poetry reaches its most perfect form in the clear voluptu- 
osity of ‘Un nu i uns ulls,’ first of the ‘Tres suites,’ which was 
composed between December 1930 and December 1931. Here mind 
and soul fuse in contact with the beloved, whose nudity and form 
merge with the unadorned clarity of ideas and of universal truth. 


Refiada gran solitud, 

cos, d’un astre amb sa fantasia, 
cos nu! Inscrit dins l’absolut 
de sa unitat! Oh poesia 


sense alba, de sobte present 
com per a sempre més! Intacte, 
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secret, remot, indiferent 
en la puresa del seu acte 


de llum — oh esclat que de sa llum 
mateixa fuig, creant-se d’ella! 

I que és sene temps, si en el rumb 
vagaros d’una meravella 


o un desig no és pres — reflex 
aturat sobre els fluids batecs. 


Contour and music contribute to the evocation of the mystery 


Cambra reduida al descens° 

— en tres angles — de la sorpresa 
que era solo a guardar l’estesa 
espera nua! Més intens 


que els meus ulls, només hi ha cap a 
la dolca forma aquest esglai 
inexpressable de l’espai 

que no gosa cloure’t i et drapa 


com d’un tendre coneixement 
en blanc i en caricia i en rosa, 
— oh sobtada habitud i nosa 
viva conciliadament 


absurdes contra mi, si, trémul, 
soc de tanta puresa ]’émul! 


The three ‘Suites’ of ten poems “each are composed with intri- 
cate and consummate skill, the rhythm as in contemporary music 
being subtly balanced to convey the thought. Each poem is dedi- 
cated to a writer or critic of the period and the pervading theme is 
the constant baffling quest of the individual before the mystery of 
life, soul and universe. Round and round like the goldfish in his 


bowl 


Ondules brusc, com un silenci 
dins el seu cristall; ignorant 

de ta inutil fuga constant — 

2 Cap a quin secret que comenci 


tot just, oh humil sempre en retard, 
dins ta preso, al somni lliure 

que esperava el teu front? Per vivre, 
recules, dolgament covard. 


De més lluny que d’una memoria, 
la llum et visita; tu ets 
obscur sota la immObil gloria 
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que travesses, amb ulls quiets, 
com qui, sense comprendre, es mira 
a un mirall que eternament gira. 


“Does he really exist or is he there only because of his reflection 
in the mirror?” he asks in ‘Mirall’:’? 


Em pren com un diafan vent 

que s’atura entorn del meu propi 

esguard. Darrera, l’ombra ment, 
s’assembla a mi perqué m’apropi 


més, fins al somni sense front 
d’una pupilla en l’abragada: 

dins l’ull d’una meitat del mon 
soc l’altra meitat — ,desitjada 


o envejada? Dubte d’amor 
que em lliga amb el tan dolg horror 
de ser solament perqué em miro, 


i contra l’invisible mur 
saber i només reflectir-ho 
— dos, pero ,quin pur, quin impur? 


He cannot even grasp the fleeting vision of his love: 


Per a figurar-te, l’esquiva !3 
linia d’un somni moridor, 
fingirfa d’un blanc horitz6 
entorn d’una musica viva, 


intensament confosa amb un 
silenci de monstres ja dolcos 

i que guaiten, daurats els polsos 
per la teva llum, del profond 


entreforc dels fats. Ah garlanda! 
feta d’un pur encis que es vol 
conéixer, abans de prendre el vol 
cap a l’ombra de tot, a banda 


i banda del perfecte vas 
on crema ta forma fugag. 


For man remains an individual even in the ecstacy of love. The 
only human relationship in which personalities fuse is that of 
mother and child. The mother watches while the child sleeps. Yet 
if the mother should doze, would the child sleep on forever? 

Since the earlier poems, this eternal quest has grown more 
subtle, cosmic and profound as embodied in the unique mathemati- 
cal scheme of the spiritual universe presented in ‘Acrdbates sota 
la cupula’: 
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Un canvi aeri ens separa 
d’aquesta baixa estranya nit 
aturada en un cel petit 

que no és dels somnis encara 


ni és nostre ja. Com assaigs 
que un déu geOmetra, amb atenta 
joia de calcul, es presenta, 

uns homes cavalquen els raigs 


de la varia idea divina; 
per llurs moviments, l’aire té 
la plena preséncia marina. 


2S6n uns altres cossos a fer, 
que l’amor sol endevinava, 
anima, cavillosa esclava? 


In this last ‘Suite,’ ‘Espectador,’ written between July 1933 and 
August 1935, the poignant cry of the lonely human soul failing to 
reach the Divine Ear is suffused into the universal plaint of nature 
and all humanity that permeates ‘Cante Hondo’: 


JO no sabia que el silenci 
pogués de sobte obrir-se fins 
al centre glacat, i els camins 
tenir un sol caminant que llenci 


un crit, tot un plany que va 

a cercar l’esperanga, mentre 
l’home espera i ignora que entre 
V’abisme i el cel es perdra 


el seu plany — l’hi prendran les mortes 
mares cansades, per també 

fer-ne llur plany, que d’elles ve 

a constrényer les closes portes 


del temps ple, i els rostres vivents, 
i els cors flotants als quatre vents. 


Profound, restless, intimate and artistic, each of these poems 
must be quietly enjoyed and assimilated before attaining that silent 
perfection of solitude that marks the fulfillment of the poet’s quest. 


1. Cf., A. Plana, <Antologia de poetes catalans moderns>, Barcelona, 
Societat Catalana d’Edicions, 1914, p. 296. 

2. From <El primer llibre d’estances>, Barcelona, La Revista, 1919, 
more easily available now in <<Els poetes d’Ara>, Barcelona, Edicions 
Lira, 1923, XXIX, p. 38. 

3) Wids, SV, p..30- 
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4, ‘Aspasia.’ Cf., Plana, op. cit., pp. 293-4. 

5. Ibid., p. 294. 

6. Ibid., p. 295. 

7. <<Poetes d’Ara>, XII, p. 23; XXIII, p. 32; <<Estances>, XIV, p. 25, 
and VII, p. 20; XXXV, p. 43; XXXI, p. 40, and XLII, p. 49. 

8. Barcelona, Edicions de la Rosa dels Vents, 1937, 71 pp. All of ‘Un nu 
i uns ulls,’ ‘Lirica de Cambra,’ and many of the preceding poems cited 
here were included in <Carles Riba> by Jaume Bofill i Ferro, Barce- 
lona, Tip. Llufs Guia, 1938. This 7th volume of <Lirics catalans> ar- 
ranged by Josep Janés i Olivé contains an excellent interpretation of 
Riba’s poetry closing with the injunction: “Pensa, lector, que davant els 
teus ulls podras veure brillar l’extrema punta de diamant de la poesia 
catalana.” 

9. <<Lirica de Cambra>, p. 30. 

10. ‘Un nui uns ulls,’ pp. 14 and 12. 

11. In ‘Lirica de Cambra,’ they are sonnets usually rhyming abba with 
variations in the tercets. In ‘Un nu i uns ulls’ and ‘Espectador’ each 
poem is in three quatrains followed by a distich rhyming abba, cddc, effe, 
gg, with the ending generally falling into the scheme mffm, fmm, mifm, 
mm. On three occasions the distich is feminine and once it alternates in 
rhyme. Occasionally the last quatrain and sometimes the whole poem is 
also in this form. On the whole, these two sections are much more ori- 
ginal in their prosody than ‘Lirica de Cambra.’ 

12. ‘Lirica de Cambra,’ p. 38 and p. 32. 

13. ‘Un nui uns ulls,’ p. 16. 

14. ‘Espectador,’ p. 62 and p. 58. 


“ 


CLEMENTINA ARDERIU 


In contrast to that of her husband, Carles Riba, the poetry of 
Clementina Arderiu presents a rarely intimate picture of the con- 
temporary life of a normal Catalan woman of cultured and gifted 
heritage.’ Her song springs from a spontaneous source. 


De no cantar? 

jo m’entristia, 
per mi és el cant 
tal com el pa 

de cada dia. 


Es un parany, 

una ferida; 

cada canc¢6 
s’emporta un tany 
de ma florida. 
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Pero 2 qué hi fa, 
quin mal hi hauria? 
Jo, del meu cant, 
en vull ornar 

tota ma via. 


Of it, she says, it seems “que la meva vida de dona com les altres, 
com tantes altres, ha cantat, profundament, continuament, i que jo 
ara i adés he posat paraules humanes a un fragment de la melodia 
que m’omplia.” 

That melody is the natural rhythm of the land: 


els mots, abans que el llibre jo tanques, 
ja en dansen a |’entorn una sardana, 


oo eee ee eo eo ee oe oeoeeo ewe ewe ee eo oo 


Musica dolga i ondulant trepig 
que passa i torna mentre el cor esmenta! 


Dones encara al meu sentit? 


paraula, 

l’estremiment ple de finors 
d’abans; 

i teus dolcors per l’anima 
infinites, 

paraula, acord perfecte, so 
dels anys. 

Misica poses bellament 
difusa 

damunt la meva lassitud. 

I cau 

fonda en el pou del mal humor 
la nosa. 

Or i cristal es el teu dring 
— astral. 


This gives the keynote to <Poemes>, the complete collection 
of her work, which was presented on July 3, 1936 at the last month- 
ly reading of that fruitful season of “Les Amics de la Poesia” in 
the attractive lecture hall of La Llibreria Catalonia, the publishing 
house that has produced so much significant contemporary litera- 
ture. In the twilight lull of a Barcelona day at a table covered by a 
spray of delicate pink roses, this charmingly simple and whole- 
some young woman in her flexible low-pitched voice led the dis- 
tinguished gathering of writers, painters and critics over mountain, 
vale and rocky coast, through the bustle oi city streets and the 
quiet of remote country villages, carried along by the humor or 
pathos that inspires each facet of this typically Catalan verse. 
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Here quietly unfolds each phase of her life — happy childhood 
reflected in the haunting memories of native feast days, adolescent 
reaction to the awakening of spiritual and sensual impulses cul- 
minating in the shy tremor of first love; then marriage, mother~ 
hood and the rich experience of full-lived maturity.* 

Clementina Arderiu’s early verse has a youthful “gaucherie” 
and a certain artificiality reminiscent of Anacreon and Petrarch 
and those early Catalan poets that sound like Chaucer. Ina bright 
dewy picture of the fragrant countryside, she ingenuously greets 
the April feast day of St. George, patron and protector of Catalo- 
nia.” 

Avui m’ha dit: — Per qué no cantaria 
la gloria de Sant Jordi i l’alegria 
que ens porta sa vinguda per l|’Abril? 
I una veu s’aixecava entre les mil 
que canten dintre meu l’himne a la vida: 
— Cuiteu, rosers; finiu vostre florida, 
que el cavaller Sant Jordi ja és aqui! — 


Indeed she has been compared to the troubadours, Auzias March 
and Roig de Corella, by Capdevila who says of her poetry: “Davant 
les violencies de la vida oposa una suavitat reflexiva; a l’eixutesa 
de l’Aanima dOna una regor de bondat; a les tenebres del cor, una 
claror d’esperanca generosa.”® 

These poems glow with a confident joy in simple every-day 
things — the dusty white road that passes the house, her dislike of 
the name Clementina, worry over a useless day, first sight of a 
majestic mountain pine, sunset on the perfumed cypresses of the 
Appian Way, return to the quiet of home after a busy day in town. 
She is preoccupied with her work and love. Her husband has al- 
ways encouraged her efforts and was justly proud when Barcelona 
welcomed <<Poemes> with such appreciation. In ‘Cangé’ (1916),’ 
she confesses: 


Jo faig els versos per virtut 
d’aquell mes dolg per mi que l’aire 
que amb ell mos versos he viscut 

i me’ls coneix caire per caire. 


Jo faig els versos per l’amat, 
que me’ls entén i me’ls estima, 
i en paga em dona, enamorat, 
un bes per cada nova rima, 


Jo faig els versos per l’espods 
que me’ls acull com la fillada 
que fos sortida del meu cos 

i molt de mi hi hagués posada. 


’ 


’ 
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Jo per al mestre ara els faria, 
que quan tenia alguna por, 

Fes versos — diu — amiga mia, 
que cada dia els fas millor. 


As Riba is haunted by eyes, she is pursued by faces:® 


Oh cares! cares! cares! 

opis de soledat; 

lebrers que arreu m’empaiten, 
les cares que he trobat. 

Si el record pel silenci 

fa un salt i adeu-siau, 

jo resto esbalaida 

de tanta fosquedat. 


Ulls, cares, dents, pupilles, 
no puc sino mirar; 

en refluent tornada 

la simpatia va. 

Oh joc d’aquella linia 

que amorosia el brag! 
L’abséncia, mala amiga, 

us passa un drap mullat. 


Despite their conjugal happiness and mutual interest in one an- 
other’s success, each retains his own individuality as indicated in 


Cancé6 de la Bella Confianga”® 


A l’amat he donades 
totes les claus; 

jo tinc totes les seves 
i fem les paus. 


Pero resta una cambra 
als fons del fons 

on entrar no podriem 
ni breus segons. 


Tantes forces ocultes, 
tants pensaments 

alla dins son escapols 
a tots moments! 


Bé seria debades 
sotjar-hi un poc: 
Valdarull colpiria 
més que no un roc. 


Contentem-nos d’una ombra 
o d’un resso. 
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Que ell es dugui els seus comptes 
com me’|s duc jo. 
She cannot live without love but, to her, love is like the light 
and warmth of the sun: 


Ran de les minves d’un amor, 
d’altre en naixia, 

que no pot viure sense amor 
la vida mia. 


No era en mi |l’amor un foc 


Fou com aquell que en la foscor 
dormia i jeia 

i que, en obrir-se un finestro, 
tot s’assoleia. 


No ambitions nor dreams can replace the joys of motherhood:*® 


Esposa 
fértil d’enginy gosat 
seré, L’amor com una rosa 


Ce ee Me Se Me ee et ee em et ee Met et Jeet Ye Tc Cea 


Reconcilies mon instint, 
revolta 

amb la rad que escau, 

i mare soc de cop i volta. 
Infant, tu reies, i, 

quina pau. 


Secularment dona i desti 
caminen; 

les Parques van filant. 

Un lloc al mon, el meu, i fineu 
retrets. Els somnis no 

valen tant. 


Riba’s prophecy is fulfilled. Each new section of <Poemes> 
shows a distinct advance in growth of spirit and in the mastery of 
her medium as revealed in these illustrations. In time the naive 
confidence of youth yields to a need for faith and hope in the midst 
of the storms and disappointments of life. Wind tears her day 
apart. The thought of Death obsesses her. That and Solitude are 
now joined to Work and Love as the four recurring motifs of her 
poetry. The whole of life is condensed in 
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Elegia™* 


Tant en voltaves davant 

— ahir finava amiga, 

avui la serventa antiga, 

gdema quins altres seran? 

Que alhora amb els qui s’en van 
un poc de nosaltres fina; 

fas com l’artera veina: 

cada dia un pas avant. 


So she makes a pact with Death to take her with her mate.” 


Talment aixr jo un pacte 

pogués amb ella fer: 

oh Mort, pren-me’! quan vulguis 
i quan et vingui bé, 

si, amb ell, per roberia, 

em prens a mi també. 


Joy in silence and withdrawal runs through her poetry. Solitude 
is the rapture of rich souls where friends, now dead, live again in 
their natural contacts. In solitude she learned to love the songs of 
birds and the sounds of the quiet countryside. In solitude have 
passed the most poignant moments of life: 


Ben amiga et sdc encara,'? 
soledat del bell repos; 

ta virtut ma vida amara, 

i m’ets cara com l’espos. 
Perqué amb ell puc estimar-te 
sense haver malmirament: 

si quelcom de mi l’aparta, 

tu me’l tornes simplement. 


Nevertheless Clementina Arderiu lives an active life, rich with 
interest in all living things: 


S6n els ulls de tot vivent 

una bona, bella cosa, 

sense nosa, 

Vagament 

sento en mi tots els ulls de la gent. 


Throughout her poetry, metrically subtle and involved, but 
couched in the simple, unpretentious language of the people, she is 
ever striving, spiritually and artistically, towards that healthy 
equilibrium of life — “el seny catalan.” 
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1. In the preface to <Poemes>, Barcelona, Edicions Proa, Col.leccié 
La Mirada, 1936, she says: “El que sé, és que si la meva part de pa- 
raules no iguala ben bé el cant que m’era donat, les he volgudes i les he 
cercades, amb tot, clares, justes i de tothom, a fi que per elles tothom 
de la meva terra,i més particularment les dones de la meva terra. sen- 
tis que la meva experiencia era la seva, i que si jo li portava — i he de 
portar-li encara — un missatge, ell ja intimament l’esperava.” 

2. ‘El meu cant,’ <<Cant i paraules>, I, 151. 

3. ‘Poeta, sovintejo,’ <L’alta llibertat>, p. 106, and ‘Retrobament,’ 
<<Cant i paraules>, II, 171. 

4. Since this book is a collection of all her best work, it comprises 
<<Cancons i elegies> (1913-1919), <L’alta llibertat> (1916-1920), «Cant 
i paraules, I (1920-1927) and II (1930-1936), the last of which had not ap- 
peared before. 

5. ‘Sant Jordi,’ <<Cangons i elegies>, p. 19. 

6. J.-M. Capdevila, «<Poetes i Critics», Barcelona, Llibreria Catalo- 
nia, 1925, p. 190. 

7. <L’alta llibertat>, p. 86. 

8. Notably ‘Ulls meus’ in <<E] primer llibre d’estances>, Barcelona, 
La Revista, 1919, X, 14, although the image runs through many of his 
poems. She also has ‘Els Ulls’ in <L’alta llibertat>, p. 111. This poem, 
‘Cares per a l’oblit,’ is in <Cant i paraules>, II, 190. 

9. <L’alta llibertat>, p. 89. 

10. ‘Minves i nova naixenga,’ <<Cant i paraules>, I, 148; ‘Quatre,’ II, 
178, 

11. <L’alta llibertat>, p. 101. 

12. ‘I si la mort sotjava...?,’ <<Cancons i elegies>, p. 55. 

13. ‘Cant a la soledat,’ <L’Alta Llibertat>, p. 97. 


HANS HENNY JAHNN 
A NOTE ON HIS LATEST NOVELS 
Edgar Lohner 
Harvard University 


Of all authors who achieved literary significance in the twenties 
and were silenced by Nazism in the thirties, Hans Henny Jahnn is 
least known to the average German reader. Today there are still 
people, even in literary circles, who are completely unfamiliar 
with his dramas, like <Die Krénung Richard III>, «<Medea>, or 
<<Armut Reichtum Mensch und Tier> and his novels <Ugrino und 
Ingrabanien> and <Perrudja>, and who have known Jahnn himself 
only by name. This is regrettable and incomprehensible. The 
cause of this failure may be found less in the work of the author 
than in the lack of tradition and direction in the modern reading 
public in general. Such neglect seems unjust to a writer who as 
early as 1920 received the Kleist Preis for his first play <Pastor 
Ephraim Magnus>, and whose powerful novel <Perrudja> (1930) 
represents the first attempt in Germany, aside from a few prose 
works by Albrecht Schaeffer, to encompass our complex world by 
employing a new narrative method and by reshaping the German 
language for artistic purposes much as James Joyce did in English. 
<<Perrudja>, which still waits for a thorough analysis, is a pioneer 
novel in German literature, written in a way that had long been fa- 
miliar to French and Anglo-American literature as practised by 
Valéry Larbaud, Proust, Joyce, Virginia Wolfe, and a number of 
modern American writers. This novel is an attempt to expose the 
confused modern consciousness and to transform the spontaneous, 
untouched flow of images, impressions, hidden perceptions and 
memories into the mind of Perrudja, the central character, who 
possesses many human qualities but not those usually required of 
a hero. The perception of a new kind of human being, which is only 
suggested here, is continued and emphasized in his latest novel. 
Unfortunately, this valuable experiment of breaking new paths for 
modern prose-writing remained nearly unnoticed in Germany. 

During the thirties Jahnn was exiled on the island of Bornholm 
in Denmark. Shortly after his return to Germany in 1947 a two 
volume novel of a trilogy, «<FLUSS OHNE UFER> (Bankless riv- 
er), written in Denmark, appeared. Both novels evidence but little 
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relationship in structure and language with Perrudja. This is even 
more true of <Das Holzschiff (The wooden ship) than of <Die Nie- 
derschrift des Gustav Anias Horn> (The memoirs of Gustav Anias 
Horn). Here the structure has become simpler and the style clear- 
er; the passionate, fiery expressions, the fevered haste, the short 
staccato sentences have disappeared; yet in both cases there is 
still the same tendency todescend into the abyss of the human soul, 
to raise the unknown, the hidden, the unuttered into consciousness 
and to dissect and display it in order to reveal the inconstant, tu- 
multuous and demonic qualities of the human heart and mind. 

An elaborately wrought three-masted ship with some thousand 
square yards of red sails is loaded with an unnamed cargo in an 
unknown harbor. Even during the loading strange incidents occur 
which become more frequent when the ship has left the harbor. 
Ship and characters are surrounded by mystery. No one knows the 
nature of the cargo, no one knows the destination. During the voy- 
age weird things happen: conversations are strangely overheard 
and unexpected events occur as though a centrally operated mech- 
anism were opening and closing mysterious doors. Chasms open, 
traps are set, hiding places come to light. Secrets everywhere. 
The central figure of the action is Gustav, the fiancé of Ellena, the 
captain’s daughter. He had come on board as a stowaway. All 
puzzling events are concentrated around him. He, with Ellena, the 
captain, and the supercargo, an important and a ponderous man 
who gets orders from anonymous headquarters and seems to be 
charting the course of the ghost ship, are entangled in a mesh of 
evergrowing mutual distrust. Presentiments, fears and anxieties 
are uttered, as the destination becomes more and more uncertain. 
Danger is in the air. The crew of the ship gets restless. Cruel, 
murderous thoughts and sexual phantasies take hold of them. A 
rumor that the ship is loaded with dynamite drives the bravest into 
the hold in order to learn the secret of the cargo. One day Ellena 
is missing. The entire ship is searched. Both investigations prove 
unsuccessful; together they lead to the sinking of the ship. Tech- 
nically the novel offers nothing new. The story is told by the om- 
niscient author. From his elevated post of observation he de- 
scribes scenes and situations. He tells them as he sees them, he 
introduces and disposes of characters at will, he arranges dia- 
logue and monologue and packs reflections, reports, and philosoph- 
ical argumentation into the action. Byusing his omniscience, Jahnn 
takes the simple and easy way of story-telling. He dives into the 
minds of his characters for an explanation instead of making them 
so act that no such explanation is needed. 

At first sight the title of the book may mislead the critical 
reader to place the novel in the tradition of the “sea-novel” of 
Smollett, Cooper, Melville, Conrad, or Loti. Yet after the first 
pages he is compelled to correct his judgment. The sea, as it is 
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understood in this book, is not considered the last crucial element 
for man’s heroic struggle with fate, or with moral evil. <The 
wooden ship> is not even a sea-novel. It is nothing but a stage, a 
precisely working automaton, a rational framework, on which the 
subject, “man,” with all his imponderabilities and anxieties, is, with 
inexorable logic, variously considered. Not the “why,” not the 
“whither,” but the “how” of the human being, his condition, is the 
theme of the book. In this respect there is a seeming similarity 
with Kafka: the insight in the obviously meaningless ramifications 
of the world, the denial of both past and future, and the lost con- 
dition of man amidst all this. The main characters of «<The wood- 
en ship> do not have a past, nor do they know anything about their 
future. Everything is unknown. Josef K. in Kafka’s «Trial», being 
incarcerated in the present, does not have a past either, neither in 
the meaning of a tradition nor in the sense of a guilt. K. lacks ori- 
entation and, therefore, all his ways are without direction: he 
moves ina circle. It is the same with the characters in <The 
wooden ship>>. There is no orientation, and as there is no aware- 
ness of a past in either one of these figures there can also be no 
orientation towards the future, an orientation traced out of their 
past. The future, however, of which K. in the «<Trial> and the 
characters in <The wooden ship> are afraid, but which they can- 
not grasp, becomes in both novels something “in space” — an ele- 
ment that comprises staircases, attics, holds, and infinite dis- 
tances. It is neither predicted nor explained. The distances, to 
which K., for instance, is exposed in the courts of justice, without 
his being able to enter them entirely, remain inscrutable and hid- 
den. The ways before him seem, like the future, without end, dark, 
and impenetrable. And the characters of <The wooden ship> ex- 
perience the same thing. But only seemingly so. With Kafka only 
the finality is destroyed, but not the ratio; with Jahnn it is both fi- 
nality and rationality that is dethroned. This becomes all the more 
obvious, when the ship, the symbol of the ratio, has sunk and man 
is extradited to the eternal flow of life, that bankless river. And 
<<Bankless river>> means that the world is not only void of finality 
but also of rationality; it means that the lofty standpoint of the ob- 
server, which stipulates the dualism between solid position and 
eternal flow, between spirit and matter, between subject and object, 
has been given up. 

<The wooden ship> has all the elements of an exposition, the 
characteristic opening for dramatic action, because everything is 
unknown in that first book but is cleared up later: unknown is the 
mission of the supercargo, unknown is the cargo, the destination of 
the ship; one does not know whether the owner of the ship is on 
board or not, one is left in the dark about the intimate relationship 
of Ellena and her fiancé, one does not know who killed Ellena — in 
short, everything is left open and one is completely at sea. All 
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this drives the reader to the second book which solves the problem 
of the first and negates the rationalized structure. The hero of the 
first novel, Gustav, has now become the chronicler of the second. 
At aplace and time not indicated Gustav writes down all his adven- 
tures and experiences. It is an Odyssey of perversion. He writes 
them on a wooden box in which lies embalmed the corpse of the 
murderer friend. The motif of decay, of putrefaction, which is dis- 
played here, is not new; it is apparent in Faulkner’s <A rose for 
Emily> as well as in Emily Bronté’s <Wuthering Heights>, to 
name only two examples. The awareness of putrefaction in the 
midst of life, in the midst of a rich pulsating life, both masochism 
and fetichism, the brutal and perverted passion — all this is formed 
by Jahnn into the realm of unexpected horror. The motif of decay 
begins with the putrefaction of his beloved and it drives with con- 
stant repetition towards putrefaction. Although the particular cir- 
cumstances and the purpose of the report in the first person sin- 
gular are not mentioned, we shall have to imagine it as a sort of 
great re-view, a retrospect. The reader is taken into the realm of 
the memory of the chronicler, who by explaining, illuminating, and 
commenting continues the narrative where it left off in the pre- 
vious novel. Thus the chronicle itself, despite an exact listing of 
places and time, has in some way or other the character of some- 
thing timeless and spaceless. And what is also remarkable with 
this novel, beside this technical feature, is the way Jahnn uses new, 
very often extraordinary images and metaphors, neologisms, and 
partly justified, partly even unintelligible orthographical innova- 
tions. The mastery of a colorful and rhythmically balanced prose 
as well as the literary passion for exact wording and phrasing 
places him beside the masters of modern German prose: Thomas 
Mann, Hermann Hesse, and Ernst Jiinger. 

Finally now the disappearance of Ellena finds its explanation. 
Tutein, an ordinary sailor, was the murderer. After the ship has 
sunk he became Gustav’s companion and inseparable friend on his 
way all over the world. Both of them have to pay off a debt of guilt. 
The extradition to the tribunal of life begins. Gustav and Tutein 
act of their own will, and their action is perfect freedom; yet at the 
same time they are figures in a tragedy whose terms and ends are 
ordained by the illogical and causeless events of life itself. Driven 
by a common fate they both wander restlessly over the world, 
through South-American harbors and along African coasts, across 
seas and continents, over thousands of streets which run as one 
street with perceptible changes of scene, until one day the street, 
the journey, ends in Norway where they finally stay. Behind them 
now is the past — a long road, filled with hope and failures, with 
Sin and lust, interwoven with joy and happiness, a road paved with 
vice and smoothed out by love, at the end of which a superhuman 
effort melts into exhaustion; a road very much like the seemingly 
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endless road on which the tragic figure of Joe Christmas in Faulk- 
ner’s <<Light in August> moves. The rich melody of the earth it- 
self is seized and grasped and represented: the rustle of leaves, 
the murmuring of fountains, and the purling of small brooks, the 
scorching heat of southern countries and the icy chill of the north. 
And all this, the copious and abundant riches of the earth, is set 
into music by Gustav. 

The world bursts open before themto reveal its scum, the dregs 
of society, its wickedness, and its riches. The usual limits of ex- 
pression are here amplified to include subject matter and tech- 
nique unfamiliar in the literary tradition of Germany. This is a 
book in which sodomy, incest, and homosexuality are discussed 
with the same candor — because they are equally offshoots of the 
rich flood of creation — as the music before Bach, Egyptian tem- 
ples, romanesque churches and gothic cathedrals. Existence in all 
its manifestations is here disclosed and thus an atmosphere cre- 
ated that, being free from provincialism, is rarely to be found in 
modern German literature. Originality, voluptuous sensuality, and 
the earthbound quality of the characters recall the figures of Knut 
Hamsun, with whom Jahnn seems to share the delight of telling a 
story in a broad epic flow. In this connection it is, perhaps, not 
without significance that a large part of the action takes place in 
Norway. Both writers refrain from proclaiming a myth, both re- 
veal the diversity of life and the blessing of the earth, the mysteri- 
ous, dark, and dubious deeds of the human soul. And the solitude, 
roughness, and often desolate aspects of the Norwegian landscape 
recall also the wild and misty moors of <Wuthering Heights>. 
The revelation of paganism is obvious in Jahnn, Hamsun, and 
Bronté, With Jahnn the integrity of man is no longer taken for 
granted. Man, as a well-rounded, stable, and solid link in a long 
chain of development, cannot be taken for granted any more, since 
institutions, beliefs, and ideologies have proved a failure. Man 
must become a subject to investigation, probing, inquiry again, so 
that the sore spot may be detected from which a metanoeite is 
possible and a provision of a new meaning may become successful. 
“That the soul of man has not been taken for granted in our time, 
is nor our misfortune, but comprises all our hope.” 

The key-note of the third volume, which has not yet appeared, 
is already given towards the end of the second: to live in the future 
a life different from the one we have lived in the past, a life more 
lonely and without repentance, in kindness and compassion towards 


animals and men. 


THE XVTH CENTURY “CONVERSO” POET 
GINES DE CANIZARES 
D. W. McPheeters 
Syracuse University 


Among the host of poets of the <Cancionero general>, first 
published at Valencia, 1511, is Ginés de Canizares. Three of his 
five brief compositions’ are short two- or three-line “motes” of a 
type generally employed as devices on banners at the poetic jousts 
of the time; on occasion the “motes” were used as refrains by oth- 
er poets. Originality of thought was not the main goal of the poets 
of the cancioneros. Rather, the versifiers attempted to show their 
skill by demonstrating they could use the courtly poetic language 
of the time in the rather complicated verse forms as well as ora 
bit better than their fellows. 

For this reason, Ginés de Canizares would be of little interest 
to some present day critics were it not for two facts. First, he 
expresses with real fervor his new-found faith in a poem to Saint 
Catherine of Sienna, and, secondly, in a lengthy satirical poem pub- 
lished elsewhere the poet shows a close spiritual kinship with the 
great XIIth century Spanish-Jewish poet, Abraham ibn Ezra. 

Before proceeding to a brief analysis of the poems by Cani- 
zares, however, the few known facts about his life should be con- 
sidered. The only biographical information about him is to be 
found in a broadside of the middle of the XVIth century printed by 
the Valencian dramatist, book-dealer, and printer Juan de Timo- 
neda, Canizares’ long poem has the following heading: 


Las desdichas de Gines de Canizares/ honradissimo Ro- 
pavegero: nascido y criado en las entra-/nas del Alcana 
de Toledo: las cuales le fuero notificadas, que/ xandose 
asu dicha, porque en un ano Canicular hauia perdido mu-/ 
cho en yeruas, y caracoles. Nueuamente guisadas, qui- 
tando algu-/ nas impropiedades, por Joan Timoneda.? 


At the outset Canizares’ Jewish ancestry is pretty well estab- 
lished by the reference to the Alcana of Toledo. This was the old 
Jewish merchants’ quarter, studied in detail by Amador de los 
Rios.’ The Alcanad is also mentioned by Cervantes in <Don Qui- 
jote>> (Part I, Ch. IX) and even then, more than a hundred years 
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after the expulsion of the Jews from Spain, something of the ori- 
ginal tradition of the quarter still remained. Cervantes pretended 
to have found there the continuation of the <<Quijote> written in 
Arabic and said it was not hard to find a translator, adding archly, 
“...pues aunque le buscara de otra mejor y mas antigua lengua le 
hallara.” 

It is rather difficult to fix a precise period for Ginés de Cani- 
zares. Timoneda says he has edited the ‘Desdichas’ which implies 
that the author may have been dead at the time. Although he was 
born in Toledo, Canizares’ literary activities seem to have cen- 
tered in Valencia if his poems in the <Cancionero general» and in 
the “pliego suelto” of Timoneda are any indication. Certain stan- 
zas in the ‘Desdichas de Ginés de Canizares’ leave little doubt 
about his Jewish ancestry. Such reference would have been dan- 
gerous after the stern ‘Edict of Faith’ promulgated by the Inquisi- 
tor Dr. Andrés de Palacio at Valencia in 1512.4 Professor Améri- 
co Castro has pointed out that the parents of another famous Valen- 
cian, Juan Luis Vives, may have been Jewish,’ a fact which might 
explain his early departure from the country. 

On the whole it seems more accurate to assign the end of the 
XVth century and the very beginning of the XVIth as the probable 
period of Ginés de Canizares. It was also at this time that the cult 
of Santa Catalina de Siena was most active in Valencia. 

As was mentioned previously, some of Canizares’ religious zeal 
can be noted in his short poem to Saint Catherine.® 


Virgen pura, vn coragon 
Os puso dios d’oro hecho, 
confirmado en deuocion, 
y saco’l de vuestro pecho 
a vuestra suplicacion. 


Y labro en vuestro dechado 
sus plagas con carmesi 
de su sangre matizado, 
y emplento’! dolor alli 
de sus manos, piés, costado; 
y moro su gran passion 
Senora, so vuestro techo; 
y vuestra alimentacion 
fué su sacra comunion, 
y sarmientos vuestro lecho. 


Here the tone is quite different from the satirical ‘Desdichas,’ 
which already have a medieval precursor in the short “Klagen in 
scherzhaftem tone,” as David Rosin calls the following verses in 
his translation of the poetical works of Abraham ibn Ezra (1092- 


1167).” 
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Spar und Bilder neigten heillos zur Geburt mit ihren Gang: 
Wiren Kerzen meine Waare, bliebt es Tag mein Lebelang. 
Ohn’ Erfolg Jag’ ich dem Gliick nach: schuld sind mir die 
Sterne dran: 
Handelt’ ich mit Todtenkleidern, stiib in meiner Zeit 
kein Mann. 


Gonzalez Palencia has translated the above lines as, “Hago cuanto 
puedo para adquirir algunos bienes, pero los astros me son con- 
trarios. Seguro estoy de que si me dedicase a vender sudarios 
acabaria por no morirse nadie, y si vendiese cirios el sol no se 
pondria jamas.”° 

Ibn Ezra, it will be recalled, is one of those medieval Spanish- 
Jewish poets who has attracted wide scholarly interest lately be- 
cause of his “jaryas” in Spanish appended to short lyric poems in 
Hebrew. These are the oldest surviving lyrical verses in any of 
the Romance languages. ° 

Ginés de Canizares’ poem the ‘Desdichas’ consists of sixty- 
eight stanzas of four lines each. After a brief exchange between 
the poet and “la Dicha” one finds the ‘SatisfacciOn de la Dicha a 
Canizares,’ the opening lines of which bear the closest resem- 
blance to ibn Ezra’s poem.?° 


Porque tu en vender Ciruelas 
quien las soruiese no hauria: 
y si vendieses Candelas 
contino seria de dia. 

Y si tu vendiesses Cirios, 
seriamos inmortales; 
si Rosas, Jasmin y Lirios, 
los Cardos serian Rosales. 


Fortune then proceeds to the different professions Ginés might 
engage in, but all of them would yield just the opposite in gain from 
what would be expected. One also finds a few references to the 
writers he admires most," 


Y si fueras el Dante, 
ya todos fueran Petrarcas: 
y si fueras mendicante, 
todos calcaran [sic] abarcas. 


Y si fueras cambiador, 
nunca vieras bolsa llena: 
y si fueras trobador, 
todos fueran Joan de Mena, 


and to the Jews.” 
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Y si tu fueras Roldan, 
tornaras a ser judio: 
y si muy gran capitan, 
tu sueldo fuera en vazio. 


The poem ends with the following verses:!3 
Remate y desengano 


Pues quedas desenganado, 
buen amigo Canizares, 
ve por camino trillado, 
por que mejor te repares. 
Y sigue a tus visaguelos 
y este refran verdadero: 
“Bunolero, haz tus bunuelos”, 
buelve a ser ropavegero. 


The allusion in the final stanzas to the occupation of Canizares’ 
Jewish forebears has a curious parallel toa statement of Juan Luis 
Vives, which Américo Castro has interpreted as a reference to the 
great humanist’s Jewish ancestors in his native Valencia.“ 


La alusién a las conversaciones mantenidas en Espana 
con los ancianos hace patente en el animo del escritor la 
conciencia de su tradicion, la del hispano-judio, ocupado 
durante siglos en la gerencia econémica y administrativa 
de los asuntos publicos y provisto de una vision secular y 
no eclesiastica de la vida. 


The brief preceding remarks should indicate that Ginés de Ca- 
nizares was a poet of considerable ability and ingenuity who. be- 
longs to the poetic tradition which produced another more famous 
XVth century “converso” poet, Antén de Montoro, the “Ropero de 
Cordoba.” He too was a Satirical, jocose writer, whose humble 
origin did not prevent the Marqués de Santillana from requesting 
a copy of his poems. The literary heritage represented by these 
poets was slow to die, and this fact partly explains why Juan de 
Timoneda reprinted Ginés de Canizares’ ‘Desdichas.’ 

So deep rooted was this spirit that even after the expulsion of 
the Jews in 1492 and the ‘Edict of Faith’ of 1512 there were writers 
in Valencia who dared speak their mind about the treatment the 
Jews had received from the Catholic Kings, as did the anonymous 
author of the comedy <Thebayda> written around 1520.*° 


...si nuestros monarchas Fernando y Elisabet ta cristia- 
nissimos no les hablaran a la mano pienso que ya publi- 
caran con boz de trompeta su hierro/ o gente misera o 
ciega/ o como dizen que creen en moysem sin entender 
palabra de lo qu’el varon santo escriuio/ ni menos de lo 
que prophetaron los varones sanctos del viejo testamento. 
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Todos malos? bueno luego andarie el mundo: no por 
cierto/ ni dios lo quiera/ que avn si se te acuerda al 
tiempo que crucificaron a cristo Judios mismos fueron en 
lo sepultar y antes/ y en aquel tiempo/ y despues ouo en- 
tre ellos hombres justos y varones nobles y muy amigos 
de dios. Pero de lo que duelo es de la gente en comun que 
sin saber palabra/ ni sin auer leydo letra de su misma 
ley estan obstinados en el mal. 
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TWO EIGHTEENTH-CENTURY PERUVIAN INTERLUDES, 
PIONEER PIECES IN LOCAL COLOR 
Anthony M. Pasquariello 
University of Michigan 


The theater played a role in the religious, cultural, and social 
life of colonial Spanish America no less important than in Spain. 
Documentary evidence of early private and public religious per- 
formances, the subsequent formation of theatrical companies and 
construction of theaters, the constant litigations between church 
and stage, and regular shipments of printed plays from the Penin- 
sula offer sufficient proof that colonial America was never at any 
time far behind Madrid in the type or number of dramatic functions. 

The armed conquest had not yet ceased when ecclesiastics, as- 
signed to missionary work in America, transplanted Spain’s medi- 
eval theatrical tradition to expedite the propagation of the Catholic 
faith. Missionaries became impresarios overnight. They com- 
posed, directed, and often acted in sacred plays performed in the 
public squares, the temples, and the courtyards of churches. Cor- 
pus Christi processions were celebrated with the same pomp and 
ceremony as in the mother country.’ The performance of allegor- 
ical plays inspired by Biblical themes and hagiographic and heroic 
legends were incorporated into the regular instructional program 
set up by the Jesuit fathers. “One ecclesiastic writer justifies... 
the use of school plays by stating that such religious works help 
greatly in drawing the people to church functions and in fostering 
devout sentiments.”? 

This method of “ensenar deleytando” was extremely effective, 
for the imaginative Indian had long been accustomed to ceremoni- 
ous pantomimic rituals. The natives were not only impressed by 
the performances but were delighted to take an active part in them. 
Consequently, many of the sacred pieces were written especially 
in the native tongues.’ The early identification of the theater with 
the holy gospel established a sound foundation for the growth of a 
theater which became an integral part of colonial life in Mexico, 
Peru and other colonial centers, 

As in the corresponding stage of the medieval theater in Spain, 
the very priests who had found the theater an effective ally became 
its foremost enemies as the increasing preponderance of secular 
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over religious elements separated the theater more and more from 
the church. Though royal decrees and ecclesiastical bans imposed 
many restrictions, they were not sufficient to prevent the develop- 
ment of a secular theater which had gained new, and very effective 
allies in the pleasure-seeking Viceroys, and the authorities of the 
hospitals and orphanages which came to depend almost entirely on 
the income of the theater for support. 

A review of representative lists of dramatic performances, 
published in recent years, reveals that the repertory of all com- 
panies was almost entirely Peninsular. Dramas of the Golden Age 
far outnumbered all of the others by almost three to one during the 
seventeenth and most of the eighteenth century. Lope, Calderon, 
Rojas Zorilla and Moreto were among the most popular authors. 
Also included are eighteenth century Spanish plays, a few by for- 
eign authors, such as Carlo Goldoni, Metastasio, and Moliére, and 
some by local “ingenios.” 

Only a very insignificant number of full length plays written by 
native dramatists were performed in the New World. The compe- 
tition was too keen. The profit minded “autores” did not care to 
gamble with plays by unknown authors when they had Spain’s glori- 
ous repertory at their disposal. What the Mexican impresario, 
Ario de Villalobos, observed in 1621 was true of the entire colonial 
period: “representan comedias de Castilla; las de aca prueban 
mal.” 

There were some colonial dramatists, nevertheless, whose 
plays were favorably received. In Mexico, the Calderonian pieces 
of the versatile Sor Juana Inés de la Cruz (1651-1695) enjoyed a 
mild success. Eusebio Vela (1689-1736), the most important Mex- 
ican Creole dramatist of the eighteenth century, was considered a 
“,.. poeta dramatico, que si no es igual a los Lépez y Calderones, 
es seguramente superior a los Montalvanes y a los Moretos en la 
decencia de sus jocosidades.” ® Eighteenth century Lima produced 
the erudite Pedro de Peralta Barnuevo (1663-1743) and Buenos 
Aires could boast of Manuel José de Labardén (1725-1808) whose 
original <Siripo> highlighted the 1789 season of the <<Teatro de 
la Rancheria>. 

But these scattered figures, with the exception of Labardén, 
rarely felt the pulse of their native soil. Their theater was inva- 
riably derivative, a feeble echo of a transplanted dramatic tradi- 
tion already withering under the scourge ofGongorism. It would be 
useless to search for the germ of a new collective spirit in this 
theater by adoption whose roots were in another world. As one 
critic observed: 


é Acaso aquellos hombres estuvieron acorazados de una 
estoica insensibilidad que los hiciese invulnerables a las 
debilidades y miserias de nuestra pobre raza, enferma de 
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deseos y aspiraciones insaciables?... Por nuestra parte 
nos limitamos a senalar tan extrana deficiencia en nuestra 
historia literaria, que tenia que producir esa uniformidad 
de lucubraciones artificiales, todas calcadas sobre el 
mismo tipo y movida por los mismos resortes, salvo po- 
cas excepciones. ” 


It is precisely this search for exceptions which draws our at- 
tention to the one-act pieces composed without inhibitions by local 
artists to amuse the audiences during the intermissions. While 
the “comedia” focused attention abroad, frustrating the free ex- 
pression of a colonial spirit, this spontaneous genre offered the 
subservient colonial poets just the freedom and subject matter ne- 
cessary to reflect upon the customs, the psychology, the unique 
types, and social inconsistencies of the society they lived in. 

The first significant traces of local color in the secular theater 
of Spanish America are found in an interlude written by Pedro de 
Peralta Barnuevo, as a companion piece for his “comedia,” <La 
Rodoguna>, and a “sainete,” entitled <El amor duende>, written 
by a fellow Peruvian, Jerédnimo de Monforte del Castillo y Vera 
(16?-17?-). These pieces acquire an adventitious importance by 
their priority. Both Peralta and Monforte stopped weaving artifi- 
cial patterns and communicated the tone, taste and tang of the 
Creole, popular scene. 

The plot of Peralta’s <Entremés para la comedia La Rodo- 
guna>>° has the needful simplicity of the interlude. A singing sex- 
ton, a reading master, and a dance master, ably assisted by a 
“mercachifle,” who trades in love, employ their professions as a 
stratagem to gain the love of the simple Mariquita, Chepita, and 
Chanita. When the rustic Lorenzo, their father, discovers the de- 
ception, he accepts it with picaresque resignation: 


Pero en fin tendremos ropa, 
y asi en este punto no hay 
necesidad de renir, 
porque hay gran necesida. (11. 148-51) 


And he is later appeased by the guileful trio with plenty of food and 
wine, which he readily consumes, as the three couples join in danc- 
ing the “babao” for the grand finale. 

Especially striking is the humanity of the characters; a gallery 
of portraits taken from contemporary life which offer at least a 
fleeting indication of types familiar to the aristocratic coterie of 
Lima. The Salamancan father, speaking in the manner of the 
“charros,” wilfully trades the family honor for a hearty meal and 
a few articles of clothing. The brazen Creole daughters jump at 
the opportunity to participate in such a delightful sham, The “mer- 
cachifle” complains of the lack of business with the naturalness of 


a Celestina: 
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; Ay de mt! gCd6mo he dado, 
sin que me abismen, 
a los diablos mi caja 
de serafines? 


Ya no diré que faltan, 
pues que le sobran 
a las que asi nos llaman 
hombres que roban. 


;Qué mala tierra donde 
nunca se eximen 
de estas Circes tacanas 
chifles Ulises! (11. 52-64) 


and the playful lovers conceal their motive with only the thin veil 
of double talk, which fools no one. Their behavior is on the one 
hand a parody of the severe and cruel authority of rustic fathers 
who immediately disinherited any of their daughters that dared to 
love on the sly, and, on the other hand, an affirmation of the carnal 
abandon of eighteenth-century Lima. 

The choice of a few, but colorful, regional words also aids in 
spotlighting the local setting. In the opening scene, Mariquita ad- 
dresses her lover, the “sacristan,” as “chino lindo.” Later, the 
distinctively American dish, “tamal,” is used figuratively by all 
three of the young ladies instead of the Castilian “intriga” or “en- 
redo”: 


Mariquita ;Ay, mi padre! ; qué callado, 
viéndose desde alli, esta! 


Las tres 2 Qué haremos si de esta gira 
ha desenvuelto el tamal? (11.164-67) 


Hollow as this unpretentious, brief farce may be as an ironic 
treatment of the problems of human conduct, it is, nevertheless, a 
significant example of Peralta’s fertility and facility, combining 
singing, dancing, and a bold, picaresque diction. 

Like Peralta, Jerdnimo de Monforte was well known in court 
circles and in the salon of the Viceroy Castell-dos-Rius. Little 
else is known about him except that he occupied the position of 
“Corregidor” of Huanuco from 1711 to 1714, and that later, in 1726, 
he received a royal appointment to the same post in the province 
of Huamalfes.° <«<El amor duende>>,’® a “sainete” performed be- 
tween the acts of a play by Antonio de Zamora," is his only extant 
dramatic piece. 

The general choice of language, theme, characters and disposi- 
tion of the plot of <<El amor duende> demonstrate that don Jeré- 
nimo was out of sympathy with the affected, ambiguous and ethereal 
matter and form inspired by the court pretenders. Notwithstanding 
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its exterior manner, <E] amor duende is full of sly wit and sar- 
castic language. In this “sainete,” as in his festive poetry, it seems 
that Monforte “...se refa socarronamente de sus colegas enla.... 
Academia palatina.” !? 

The piece takes its name from the principal character Amor 
who appears in the form of a ghost to spy upon and punish those 
who make a mockery of love. A veritable farce develops as the 
invisible Amor outwits two scheming “prcaros” and a pair of beau- 
tiful “Tapadas,” or thickly veiled women, as they attempt to delude 
each other in the name of love. 

In the opening scene the rogues are discussing their plans to 
have a good time but they are wary about losing their pieces of 
gold to the money craving “Tapadas.” However, the sight of the 
veiled women weakens one of them sufficiently so that he is tempted 
to approach them, heedless of his more hesitant companion’s warn- 
ing: 

Mucho temo, 

que demos algun baiben, 

que en tal caso el tropesar 

es vispera del caer. (p. 544) 


The stage is then set for slapstick confusion as the invisible Amor 
raps the “picaros” on the back, flusters the “Tapadas” by stealth- 
ily unveiling one of them, changes the pieces of gold into pieces of 
coal, and finally places the garb of the bewitching young maidens 
on a Duena and a Negra. An uproarious climax is reached when 
one of the rogues, stunned upon uncovering a negress, cries out: 


mas, valgame Dios, qué noche 
tan obscura! (p. 552) 


The utterly duped gallants quickly flee from the scene with their 
planted mistresses in gay pursuit. Amor then sums up the action 
with a whimsical “estribillo”: 


Pues los enganos de vn manto 

y los del Amor se ven 

en travesuras de Duende, 

con razon repetire. 

mirenme, mirenme, &. (ns -DD3) 


It is obviously horseplay, pure and simple, but in exceptionally 
good taste. The language sparkles with sententious wit, a full flow 
of words, amusing images, and there is more than an ounce of dex- 
terous irony in the taunting asides of Amor. The flexibility of ex- 
pression is unique, ranging from sophisticated discourse, to pica- 
resque naturalness and a negro jargon. Thus Monforte’s impetuous 
interlude, like Peralta’s, clearly disclosed a part of colonial soci- 
ety which had previously been ignored in the theater. 
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The creative values perceived in these interludes are few, if 
any at all. But considered as fragments of sectional realism, they 
pointed to the future and displayed, in their yet feeble fashion, the 
marks that were to belong to the period of national expression. By 
scrutinizing the actual scene of life in its common manifestations, 
and attempting to deal with the concrete lives and adventures of 
men and women, both Peralta and Monforte conceived a center, a 
solid bit of earth from which the creative imagination could truly 
begin to function. Neither of the court poets repeated his novel, 
dramatic experiment; it was, apparently, still too early for a popu- 
lar movement to take root. Nevertheless, the inspired originality 
of their interludes, with emphasis upon a personal, rather than a 
conventional accent, prepared the way for the later “costumbrista” 
pieces. 
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Gerhard Rohlfs: «Historische Grammatik der italienische Sprache 
und ihrer Mundarten>, Band I, «Lautlehre>, Band II, «<Formen- 
lehre und Syntax: Erster Teil>> (Bibliotheca romanica edendam 
curat W. v. Wartburg, ser. prima, Manualia et commentationes, 5- 
6). Bern, A. Francke Ag. Verlag, 1949. 


Professor Rohlfs is well known to all Romanicists, especially 
through his excellent work on the Greek dialects of Southern Italy, 
which he traces back, at least in part, to the ancient Greek colonies 
of Magna Graecia. He has worked for many years on the languages 
of Italy and collected the material of Southern Italy for the <Atlan- 
te linguistico d’Italia> of Jud and Jaberg. But he is also an au- 
thority on the other Italian dialects, concentrating particularly on 
Corsican, and publishing, in 1941, the excellent monograph <L’ita- 
lianita linguistica della Corsica>.' The present work is, therefore, 
the mature result of long years of indefatigable study by one of the 
foremost linguists of our time and is based upon personal experi- 
ence and extended travels through all the regions of Italy. It is, 
and will remain, the basis for all studies of Italian linguistics for 
a long time to come. 

The last great grammar of Italian and its dialects was pub- 
lished by Meyer-Liibke in 1890. The translated version by Bartoli 
and Braun, a greatly improved recasting of the original text in 
spite of a considerable reduction in bulk, has been republished 
several times since its first appearance in 1901. By its scope and 
scale, Rohlfs’ book fills, therefore, a big gap. It is interesting to 
compare Rohlfs with Meyer-Ltbke, with their difference of sixty 
years. The improvement is enormous. Despite its very high qual- 
ity, Meyer-Ltibke’s was essentially a neogrammatical work; Rohlfs 
— although we might desire more — has certainly outgrown that 
stage of linguistic studies on many points. 

This progress — not only in the Romance languages, but in lin- 
guistics in general — has been largely the work of Italian scholars.” 
Rohlfs, a conscientious scholar, admits this in no uncertain terms 
in his preface. 

Die grosse Autoritét des Meisters [Meyer-Libke] hat 
dazu geftihrt, auch solche [neogrammatical] Auffassungen, 
die Leute mit Sicherheit als falsch bezeichnet werden 
kinnen, wissenschaftlich langer zu vertreten, als es in 
anderen Fillen miglich gewesen ware. Alles in allem 
sind jedoch seit dem Jahre 1890 infolge des Aufschwungs 
der italienischen Sprachwissenschaft, insbesondere der 
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mundartlichen Studien, durch die von Ascoli begrtndete 
Schule so bedeutende neve Erkenntnisse erzielt, dass eine 
zeitgemisse Zusammenfassung des neuen Forschungs- 
standes seit ldngerem ein dringendes Desideratum ge- 
worden ist. 


The influence of the Italian neolinguistic school, although it is 
never expressly admitted, can be felt in many pages of this book. 
So, for example, the strange rule of the sonorization of stops and 
of * -sy- before the accent (vol. I, pp. 342 ff., 431 ff., 468 ff.)is now 
abandoned in favor of the Pieri-Bartoli theory, that sonorizing 
forms are of Northern (Gallo-Italic, Ligurian, Venetian or Gallo- 
Roman) origin.* The same is true for the treatment of intervocalic 
-g- (I, p. 355). The treatment | from Latin -cl- (“artiglio,” “ser- 
raglio”) is considered as Gallo-Roman or Gallo-Italic, following 
D’Ovidio (I, pp. 411 ff.).4 The starred forms “*coxea” and “ la- 
xiare” are now rejected in favor of geographic considerations (I, p. 
373). The gemination of consonants after a stressed antepenult in 
Tuscany is called “sehr beliebt, aber keineswegs obligatorisch” (I, 
p. 378), which, of course, eliminates “phonetic law.” The hypothe- 
sis of the substratum is frequently considered, sometimes with ap- 
proval (as in the case of ae > ¢ [I, p. 115], or of the group -ct- it, 
p. 427, n. 1]),sometimes with doubt (as in the case of betacism [I, 
p. 284, n.], U>U [I, p. 105], nd > nn [I, p. 419], or of nt > nd [I, 
pp. 425 ff.], etc.), sometimes with clear disapproval (as in the case 
of the Etruscan origin of the “gorgia” [I, pp. 322 ff. and 547 ff.]). 
The Greek influence on southern dialects is often stressed. The 
repeated allusions to deep differences between social classes (I, 
pp. 157, 226, 468 ff., 474 ff.) with different phonetic habits and de- 
velopments runs definitely counter to neogrammatical practice and 
theory. The word “giorno” in the South is admitted to be a “Wan- 
derwort aus dem Norden” (I, p. 150, § 82 and p. 151, n. 1), although 
the same is not said about Tuscany where the situation is the same, 
“di” being the old word. 

Another modern trend of linguistics, phonemics, has also left 
its imprint on Rohlifs’ book, although to a much lesser degree. This 
is evident, for example, in the treatment of the stressed vowels (I, 
pp. 43 ff.) and of the group *-sy- (I, p. 473). 

In several places more might have been said about the two in- 
fluences mentioned above. The neogrammatical tradition still 
weighs heavily, indeed, too heavily, on some parts of Rohlfs’ book. 
No mention is made of Devoto’s brilliant hypothesis of an Oscan 
influence on the development of the Romance vocalism (I, pp. 43 ff.) 
or of the Celtic origin of the weakening of intervocalic occlusives 
(I, pp. 321 ff., 431 ff.). Concerning what is said on p. 80 of vol. I, 
it is worthy of note that maps 444 and 446 of the <AIS»> show 
clearly that “topo” is a northern form (the older word is “sorcio”), 
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and this fact, together with other considerations, makes the whole 
doctrine of a Tuscan velar 1 > u very shaky indeed. The possibility 
of anOscan substratum for intervocalic d > r in ancient Oscan ter- 
ritory (Neapolitan “Maronna,” etc.) is rejected without any discus- 
sion,” although the phenomenon appears in those regions even in 
imperial Latin. In the case of “gorgia” (I, pp. 322 fi.), the hypoth- 
esis of a historical connection with the two Germanic sound-shifts, 
defended with very good arguments by Ribezzo, is rejected ina way 
that simply proves that Rohlfshas not studied the question® Again, 
neolinguistic, as well as phonemic, principles should be applied to 
the treatment of -gl- in Tuscany (I, pp. 414 ff.): it seems obvious to 
me that -gy- (as in initial position: “ghianda,” “ghiotto,” “ghiaia”) 
is also the older Tuscan treatment: “rugghiare,” “mugghiare,” 
“vegghiare,” “stregghiare,” “tegghiare” (cfr. Dante, Inf. XXIX, 76 
ff., where all three rime!), “ragghiare,” “negghienza” (Dante). 
Modern Italian has always gli (“ragliare,” “strigliare,” “vegliare”; 
“mugghiare,” “rugghiare” and “negghienza” are dead, replaced by 
Latinisms: “muggire,” “ruggire,” and “negligenza”). This re- 
quires the application of the “fase sparita”; and the preservation 
of “vegghiare” and “stregghiare” in Arezzo, southeastern Tuscany 
and the nearby zones of Umbria shows the “area isolata.” But 
Florence once had -ggy- also (“Figline” from “Figulinae” was 
“Figghine” until the sixteenth century). It seems clear that we have 
a French wave (“veiller,” etc.) invading first Florence and then ir- 
radiating from there. The Tuscan treatment -ggy- from ~-gl- cor- 
responds, of course, phonemically to -pl- > -ppy-, -fl- > -ffy- 
=Cheesskkys, =tl=t> cls > -kky-, and to the initial treatment pie > 
py- ete neither of which takes place in France. I, p. 437: the 
expression “der Wandel rein phonetische Ursachen hat” is strange. 
I, p. 434: “nero,” “intero” (from Latin -gr-) could be of French 
origin (note that dr is preserved, and -br- is even strengthened to 
-bbr-!). I, pp. 435 ff.: the v of Northern Italian and literary Italian 
“salvo,” “corvo,”’ “conservare,”*“nervo,” “cervo,” “curvare” is 
obviously learned: cfr. e.g., Tuscan “nerbo,” “Elba” (!), “cerbiat- 
to,” “serbare,” “corbo” (Carducci), and French “courber,” “cor- 
beau” (lateral areas). The contrast between “serbare” and “pre- 
servare” is highly significant. I, p. 355: “leale,” “reale” are cer- 
tainly of French origin (cfr. “sovrano,” etc.). I, p. 456: the pre- 
tonic myth, rejected by Rohlfs in all other cases (see above), also 
appears in “pranzo,” “manzo” as compared with “vergogna,” “gra- 
gnuola.” Southern Italian (and Pisan!) “cascia” from “capsa” must 
be a French form (I, p. 474), and does not need a “*capsea,” a con- 
struction which is no better certainly than “*coxea” or “*laxiare,.” 
Il, pp. 219 ff.: nothing is said about the Spanish origin of “Lei” as 
the polite singular form of direct address. 

The structural or phonemic method could, and should, have been 
applied to several important phenomena. I shall give one example. 


394 SYMPOSIUM NOVEMBER 1952 


Italian, like Romanian, shows a tendency towards words of the type 
tattatta (beginning with a consonant, ending with a vowel),whereas 
Western Romance tends to a type atatat (beginning with a vowel, 
ending in a consonant): hence Latin “per,” “tres,” “cantat,” “aera- 
men,” “nomen,” “mulier,” “sartor,” “cicer,” “quattuor,” “Semper” 
become in Italian “pe” (cfr. “pel,” etc.), “tre,” “canta,” “rame,” 
“nome,” “moglie,” “sarto,” “cece,” Neapol. “quatto,” Calabr. 
“sempi” (I, p. 495, etc.). Now, Sardinian and a few isolated and 
archaic dialects of the Calabro-Lucanian frontier preserve the 
Latin final consonants, but add a vowel to the end: “piaciti” < “pla- 
cet,” “davati” < “dabat,” “venisi” < “uenis” (cfr. I, pp. 500 ff., 531 
ff., II, pp. 288 ff.). This phenomenon, common to these two widely 
separated zones, is certainly not a common innovation. It is the 
same change, under the same impact: the literary or central Ita- 
lian imposes its system (tattatta) upon these peripheral regions, 
which, however, as frequently (even usually) happens, do not capit- 
ulate unconditionally, but compromise: they keep their native final 
consonants, but add a vowel at the end, so as to conform to the 
“Italian” type. In the light of these considerations, we also reject 
such conjectured forms as “* marmus,” “*sorus,” “*cicis” for Ita- 
lian “marmo,” “suoro,” “cece” (I, pp. 138, 495 ff.; II, p. 20), which 
remind us of neogrammatical “firmaments.” It is strange that 
Rohlfs himself gives such examples as “moglie,” “sarto,” “prete,” 
“curatulu,” and several others which obviously point to “marmor,” 
“soror,” etc., as the source for “marmo,” “suoro,” etc. Likewise, 
“pate,” “frate,” “mate” certainly go back to “pater,” “frater,” 
“mater” (cfr. also I, p. 433!). The idea that “frate” is “dissimi- 
lated” from “*fratrem” (I, p. 495) is to me totally unacceptable. 
The same can be said of “taurum” becoming “taguru” or “tavu- 
ru” (I, pp. 113, 538, 430 ff.) and of “agnum” becoming “aunu” and 
then “Aagunu” or “avunu.” Since central Italian had no dipthong au 
(except in learned words, where it becomes 9), these Southern dia- 
lects kept the two vowels, but separated them by means of a eu- 
phonic glide sound (g, v,B, y), thus avoiding the un-Italian dipthong.” . 
The only noticeable weakness of Rohlfs’ book, perhaps not sur- 
prising since “non omnia possumus omnes,” seems to be in the 
field of Latin. His use of the much abused term “Vulgar Latin” (e. 
g., pp. 43 ff.) is vague and confusing. Of “*sorus,” “*marmus,” 
and similar ghosts I have spoken above. The word “faenum,” which 
he stars (I, p. 123), is quite well attested in Latin (cfr. Thesaurus, 
Walde-Hofmann, Ernout-Meillet), and is an excellent basis for 
Tuscan “fieno,” Calabr. “fienu” (cfr. e.g., “laetum” > “lieto,” “cae- 
lum” > “cielo,” “caecum” > “cieco,” “quaero” > “chiedo”). The 
“digitus” (not starred!) of I, p. 120, is also “Latin superflu,” ac- 
cording to Sainéan’s excellent definition: since g before palatal 
between vowels disappears very early, “digitum” must become 
“*diitum,” and this, “*ditu(m)” (Ital. “dito,” etc.). It is not strange 
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if the development was different in Iberia and Gaul. Moreover, 
Rohlfs says on I, p. 121, exactly the opposite of what he says on I, 
p. 120! On I, p. 122, Lat. “xnéve” (sic!) for Pistoi. “nieve,” etc., 
is also useless, and the idea of an influence of “gélu,” of a typical 
neogrammatical brand, will convince few scholars. “Nieve” can 
be very well explained by false “reconstruction” from arhyzotonic 
forms like “nevare,” “nevicare,” where the close or open nature 
of the e was forgotten: cfr. “trovo,” “truovo,” from “trovare,” 
despite French “trouver.” We have, in fact, also “niévica” (ibid.). 
“Temo,” “mette,” “vendo,” “vendica,” etc. (I, p. 118), can be ex- 
plained in the same way, and so “sego” (p. 161), without a “super- 
fluous” “*sicare.” The “*lupus” of I, p. 140 (and 141, n. 1, without 
star!) has no basis: Ital. “lupo,” etc., can very well be learned (cfr. 
“la Lupa di Roma,” “i figli della Lupa,” and the great importance of 
the word in religion and literature — e.g., the «<Roman de Re- 
nard>).° I, p.122: “vulgdrlat.” “Svum” should be starred. I, pp. 
312 ff.: Ital. “semo” ‘we are’ (Dante, etc.) can very well derive 
from “simus,” which is already found in classical Latin (cfr. e.g., 
Leumann, <<Lat. Gram.>, pp. 86, 310). I, p. 361: the correct Lat- 
in spelling (Cicero, etc.)is, of course, “peiior,” “maiior,” etc., and 
it is the only one that gives a sound phonetic basis for the double g 
of “peggiore,” “maggiore,” etc. The same must be said for I, pp. 
453 and 449, where, moreover, “ajat,” “dejo,” “ploia” (sic!) should 
be starred. I, p. 505: Ital. “allegro” must derive from “*alicrem,” 
not “alacrem” (cfr. Leumann, <<Lat. Gr.>, pp. 82, 234). II, pp. 272 
and 274: the Latin roots of the pronominal indefinite “uno” and 
“omo” are not even mentioned (cfr. J. B. Hofmann, <<Lat. Gr., Syn- 
tax>>, pp. 482, 485). II, pp. 440 ff., 450: “dactalos et cicer frixum 
sportellas” is found in the <Itinerarium Antonini>, but only in re- 
cension A. Il, p. 357: “dixérunt” (whence Ital. “dissero,” etc.) 
does not go back to “dixérunt” with retraction of the accent: itis 
probably older than “dixérunt,” which seems to be a crossing of 
dixére + dixérunt, both very old Indo-European forms. The use of 
“dixérunt” in Plautus and other poets is clearly vestigial (fase 
sparita): cfr. Leumann, «Lat. Gr.>, p. 338. Il, p. 102: “sticidus” 
should be starred, whereas a “sticcidus” can be admitted easily, 
and can explain Prov. “sotz” (whence Ital. “sozzo”). II, p. 73: 
“mansionata” should be starred and quantity indicated. 

I shall proceed witha series of observations that occurred to 
me as I perused Rohlfs’ work, and which it is hoped will be helpful 
to the critical reader: 

I, pp. 43 ff.: for reasons that the author does not explain, the 
latest (Romance) vocalic system is called A, the oldest one (Sar- 
dinian and Calabro-Lucanian) is called B, the three intermediary 
ones (Potenza, Sicily, Taranto) are called C, D and E; the Corsican 
system and the systems of Teramo and Grottammare (p. 51) have 


no letters to identify them. 
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I, p. 95: why is the q of “aqua” called “palatal”? It may have 
become palatal in Gaul (cfr. “factum” > “fait”), but it was certain- 
ly not palatal in Latin, nor was it ever palatal in Italian (“acqua”), 
Sardinian (“abba”) or Romanian (“apa”). 

I, p. 117: the usual pronunciation of Lecce (where I lived a 
year) is “Lecce,” both inthe place itself (“Lecci”) and in the rest 
of Italy. It corresponds to the spellings of “Lypia,” “Licia,” “Lic- 
cia” (ibid., n. 2). 

I, p. 156, n. 1: there is, as far as I know, no proof whatever for 
an Italian koine in the twelfth century. As for the question of diph- 
thongs, I would attribute the type “vene” to Latin learned influence 
(Lat. “uenit”) or to the Sicilian poets, and “viene” to the lower 
classes; Rohlfs, strangely enough, thinks the opposite, and believes 
“viene” to be due to a “literarische Modestrémung.” The question 
of this supposed koine comes up again, I, p. 177, where I read with 
astonishment: “Dass es im Zeitalter Friedrich Barbarossas eine 
solche Italienische Gemeinsprache gegeben hat, daran ist nich zu 
zweifeln. Doch fehlen aus dieser Zeit literarische Denkmdler, um 
ihre Existenz zu erweisen.” 

I, pp. 185 ff.: there is hardly any doubt that “rosa” is not “erb- 
wortlich”(!), but French (cfr. e.g., the <<Roman de la Rose> and 
the famous “rosa” of the Sicilian poets and the dolce still novo), 
The voiced s (z) of “rosa” confirms this (cfr. “cortese,” “paese,” 
etc., with z). 

I, pp. 226 ff.: apparently the syncope is usual after a liquid 
(“elce,” “felce,”“varco,”:“sorcio” ).and si(“posto,” “chiestor Gris 
masto”), but not otherwise: “dddici,” “trédici,” “quattordici,” etc., 
do not seem learned. “Conte” looks like French to me (cfr. “so- 
vrano,” “imperadore,” “podesta,” “reale,” “leale,” etc., etc.). 

I, p. 251: I would add “Gallipoli” (in the Salento and on the 
Bosphorus) from Gr. “Kallipolis” and “Gratti” from “Krathis.” 

I, p. 253: the use of “uomo” or “persona” for ‘someone’ is ex- 
clusively Old Italian. 

I, p. 275: I cannot see why, if Gr.k gives g in Italian (about 
which there is no doubt: cfr. p.521), m should not give b (“bottega,” 
“pefana,” etc.). Here again phonemics should not have been over- 
looked (cir) 1) pp:. 12; 283): 

I, p. 321: the “figo” of Inf., XXXIII, 120, is perhaps a mockery 
of Alberigo’s speech, since he was from Faenza. Such imitations 
are frequent in Dante (“giuggia,” “donno,” “argento,” etc.), and 
have a definite stylistic purpose. 

I, p. 352: the remarks of Bertoni against the Genoese origin of 
“prua” should have been taken into consideration. 

I, p. 361: “cafone” ‘boor’ should be added to the “rustic” Oscan 
words with -f-. It is a very frequent word in coarse colloquial Ita- 
lian. 


I, p. 489, and II, p. 236: “ched €?” is quite usual in Rome. 
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I, p. 363: the citation “§ 1077” baffled me. 

I, pp. 283 ff.: “Belsena” (“Vulsinii”) should be added to the ex- 
amples of Tuscan betacism. 

I, p. 374, (cfr. p. 280): it looks as if a following palatal vowel 
had favored at least the change of x to 8 (cfr. “ascella,” “mascel- 
la,” “lisciva,” “uscire,” “scempio,” “sciringa,” “scégliere”).° The 
same change occurs with s + i and s+ e: “sciringa,” “scemo,” 
“scempio,” “scimmia,” “vescica,” “sceverare,” “Asciesi” (cfr. p. 
121). 

I, pp. 504 ff.: “palpebra,” “régime” need not be “hypercorrect”: 
they are simply “correct” Latin forms, as they are still now pro- 
nounced in schools. “Zaffiro” is not “Verkehrssprache”: it is very 
rare. Dante’s two famous rimes, with the help of Carducci’s ‘Can- 
to dell’amore,’ are probably sufficient to keep “zafffro” with i. 

I, p. 531: “iccase” ‘x’ is usual in Tuscany (see e.g., Petrocchi’s 
dictionary. 

II, p. 22: “édima” is quite alive in Corsica (see the <ALEIC > 
and also Bottiglioni’s ‘Introduzione’), and of course in Ladin: see 
below (!) and cfr. the «<AIS>. 

II, p. 26: One wonders about “Asti.” Is it an imitation of “Ri- 
mini,” “Brindisi,” etc.? Or does it go back to “Astae”? Why 
could not then “Capri” go back to “caprae,” the plural “capre” be- 
ing the presumable result of a learned reaction? See also II, pp. 
42 ff.; and cfr. e.g., “domani” < “dé mané.” 

II, p. 79: perhaps out of prudery Rohifs does not give the ob- 
vious reason why the feminine of “fico” is not used in Tuscan or in 
literary Italian for the fruit (cfr. “pero”: “pera,” “melo”: “mela,” 
“arancio” :“arancia” ). 

Il, pp. 96 ff.: “la mane” is feminine probably because the femi- 
nine “dies” was suppressed (“illa dies mane”). The same could be 
true for “uespera,” “sera” (Ital. “la sera”) and Spanish “la tarde.” 
Modern Italian has also “la mattina.” It is to be noted that “nox” is 
also feminine in Latin, and stays so everywhere in Romance. 

II, p. 105: Iam puzzled by the references to“ § 933” and “ § 934.” 

II, p. 240: Unfortunately, most Italians use only two deictic pro- 
nouns, like the English, the French and the Germans, 

Il, p. 259, n. 1: the volume of the <CIL> is not cited. 

Il, p. 376: add Ital. “seppi” (“sapere”). 

Il, pp. 459 ff.: Rohlfs seems to forget that the article is usually 
dropped when the name becomes famous (“Petrarca,” “Ariosto,” 
“Tasso,” “Féscolo,” etc.). It is, however, necessary with femi- 
nine surnames (“la Guglielminetti,” “la Negri,” etc.), unless the 
first name is mentioned (“Vittoria Colonna”). “Guglielminetti” or 
“Negri” without the article would never suggest a woman to an Ita- 
i p. 473: In the example from Manzoni (“sono arrivati a Ba- 
labbio, domani son qui”) the present has a definite stylistic effect, 
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and is not the simple replacement of the future,as Rohlfs seems to 
think. This passage should not be cited in this connection. 

II, p. 536; the verse of Ariosto is cited incorrectly: read “ri- 
trarsi.” 

I shall not take time to record the score or so of misprints that 
came to my attention. The number is remarkably small in view of 
the bulk of the work. I should like to observe, however, that at the 
beginning of the index (pp. 17 ff.) cc, dd, mm, etc., can hardly be 
called phonetically “Nexus”! 

As was to be expected, given the author’s predilection for Cor- 
sican, the value of the present work is considerably enhanced by 
constant reference to that dialect, until recently so sadly neglected. 
Bolstered by the material of the <ALEIC>, Rohlfs arrives at fine 
new insights into Old and Modern Tuscan and Italian dialectology 
in general. 

One cannot but deplore, however, the deliberate omission of 
certain dialects. Possibly the exclusion of Sardinia and the few 
Provencal and Franco-Provengal islands of Piedmont can be con- 
doned. But the failure to include the so-called “Rheto-Romance” 
or “Ladin” branches (cfr. I, p. 9), whose close connection with 
“Northern Italian” has been abundantly proved by Italian linguists, 
is a serious omission, since many important problems are thereby 
left in the dark. In view of the fact that the work was printed in 
Switzerland, where Rohlfs has lived for several years, and of the 
sudden, strange enthusiasm of the Swiss for this half-forgotten 
speech, one is led to suspect that this omission was an act of def- 
erence to present national frontiers. If so, it is proof that chau- 
vinism is not limited to the southern side of the Alps. 

However, these defects, large or small, inevitable or not, pale 
into insignificance in a work so comprehensive and so valuable as 
to assume the proportions of a masterpiece. Far from being lin- 
guistically “virgin soil,” as I have heard it asserted recently, Ita- 
lian has been, ever since the appearance of Meyer-Ltibke’s gram- 
mar in 1890, the best known of all Romance languages — which is 
tantamount to saying that it has been the best known of all lan- 
guages.’° This fact is even truer now after the publication of 
Rohlfs’ book, which incorporates the brilliant results of the Italian 
dialectological school, his own important contributions, and the 
material of the Italian linguistic Atlas and the excellent Corsican 
<ALEIC>>. But of course the variety of Italy is immense, and much 
remains to be done. The publication of Bartoli’s great new Atlas, 
which we hope will take place soon, will doubtless open many new 
avenues of research. 

It was most appropriate that Rohlfs chose to write the dedica- 
tion of his monumental work in Italian as atoken of his love for the 
country and the language to which he has devoted his life. 
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We now eagerly await the third volume, which should contain 
the Syntax. 


Princeton University G. BONFANTE 


1. The title is rather tautological, as a student of mine observes, but 
the work certainly shows the author’s sympathy for and understanding of 
Italy and her problems. 

2. I would not have brought up this rather obvious point if a well known 
American professor at a famous American university had not tried to 
prove, in a public speech in New York, that Italy has had no linguistics 
after Dante. 

3. My note in <PMLA>, 1944, where I tried to conciliate Ascoli’s the- 
sis with Pieri-Bartoli’s, seems to have escaped Rohlfs’ attention. 

4. Here again the neogrammarians played with the accent. 

Det, Pasoe, to. *.. hat-[.... | direkt nichts zu.tun,” 

6. “Fur die auch doch niemand ein uraltes vorgermanisches Substrat 
verantwortlich gemacht hat.” 

7. Cfr. also Ital. “védova,” “continovo,” “manovale,” “Pagolo.” 

8. I would still prefer to “*lupus” the old hypothesis of the derivation 
from metaphonetic territory, where wolves are frequent. The animal 
certainly disappeared a long time ago from all regions where the U is 
preserved in all positions, 

9. See my note in <PMLA>, loc. cit. 

10. “War hier der Versuch einer Historischen Grammatik gemacht wor- 
den, wie sie in diesem weitgesteckten Ziel damals noch fllr kein anders 
romanisches Land vorlag, ja selbst bis heute kaum geschaffen ist.” 


Ernesto Mejia Sanchez and Raimundo Lida: <Cuentos completos 
de Rubén Dario». México-Buenos Aires, Fondo de Cultura Eco- 
nomica, 1950. lxxii +357 pp. 


Professors Mejia Sanchez and Lida are to be warmly congratu- 
lated upon this excellent addition to existing “rubendariana.” The 
former has rendered a very great service to students of Dario by 
bringing together in one volume to the exclusion of other material, 
the author’s short stories, which have hitherto been widely scat- 
tered, It was hardly to be expected that so difficult an undertaking 
should be completely successful; in fact several additional stories 
have already come to light. These, and perhaps others yet to be 
discovered, will be included ina later edition. For the relatively 
little-known material, the chief sources have been Diego Manuel 
Sequeira’s <<Rubén Dario criollo>, Buenos Aires, 1945; Raul Silva 
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Castro’s <Obras desconocidas escritas en Chile>, Santiago, 1934; 
Julio Saavedra Molina’s <<Poesifas y prosas raras de Rubén Da- 
rio>>, Santiago, 1938; Maximo Soto Hall’s <<Revelaciones intimas 
de Rubén Dario», Buenos Aires, 1925; Teodoro Picado’s <Rubén 
Dario en Costa Rica>, San José, 1919 and 1920; Regino E. Boti’s 
<El drbol del rey David>>, Havana, 1921; and the present review- 
er’s <Escritos inéditos de Rubén Dario», New York, 1938. In 
several cases, however, the editor has gone back to some periodi- 
cal which constituted the only source for a given story. He has se- 
lected what seemed to him the most reliable version of each story, 
and has collated with it all the other known versions to produce a 
critical text. 

The arrangement of the material is chronological, though the 
placing of some of the stories according to this plan has been ex- 
tremely difficult. The collections already cited, and Professor 
Saavedra’s <<Bibliograffa de Rubén Dario», Santiago de Chile, 
1946, have furnished most of the chronological data used. 

As a minimum of editorial contribution, Professor Mejia gives 
in the first footnote appended to each story a history of its various 
appearances in periodicals or collections, also any comments re- 
garding it made by Dario himself, in either his <<Historia de mis 
libros» or the notes in the second edition of <Azul>, Guatemala, 
1890. Other editorial comment is limited to the occasional defini- 
tion of an unusual word or the explanation of some obscure allusion 
im the text; 

The ‘Estudio preliminar,’ by Professor Lida, presents in well 
arranged and readable form the best of the existing critical com- 
ment on Dario’s fiction, together with much excellent original ma- 
terial. Under ‘Forma,’ the first of the four sections into which the 
introduction is divided, the commentator particularly stresses Da- 
rio’s use of the “marco,” or “frame.” In several cases, for ex- 
ample ‘El humo de la pipa,’ the “frame” is that of a dream, from 
which the narrator finally awakens. At other times, as in ‘El rey 
burgués,’ the composition begins and ends with remarks addressed 
to some imaginary “friend,” to the reader or to the person to whom 
the story is dedicated. In still other cases, as in ‘La cancién del 
oro’ and ‘La pesca,’ the “frame” places the material of the story 
in two “planes,” usually one actual and one fanciful. 

The division ‘Poeta y mundo’ is concerned with Darifo’s con- 
ception of the personality and the role of the artist or poet. His 
mission is hardly less than divine, but he is misunderstood and 
mistreated by an uncomprehending world. As Professor Lida re- 
marks, in ‘E] rey burgués,’ “El poeta resulta un ser insignificante, 
fragil y mezquino, como un ejemplar mds que viniera a anadirse a 
la coleccién zoolégica del palacio real.” 

The section ‘Maestria’ is concerned with the extremely tech- 
nical procedures, mostly derived from French, which Darfo and 
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others employed in evolving a type of prose unknown in Spanish 
until the Modernist period. Fundamentally, the change was from 
an oratorical type of prose, made up of long sentences of compli- 
cated structure, to something much more agile and quick-moving, 
with a rhythm based on that of poetry. For example, Dario evi- 
dently conceived the story ‘El rub? as made up of stanzas rather 
than paragraphs, and placed at the beginning and end of each stan- 
za a carefully arranged pattern of relatively short lines. Often 
each stanza begins and ends with a sentence consisting of a single 
word, and the contiguous sentences are only slightly longer. Other 
conspicuous characteristics of the new style are the studied selec- 
tion and placing of adjectives, particularly in pairs, the heavy use 
of apposition, and the placing of pairs of characters in sharp con- 
trast, for example Lesbia and the pedant in ‘La ninfa.’ 

In ‘Complejidad,’ the last of the four sections of the introduc- 
tion, Professor Lida’s chief theme is Dario’s astounding power of 
assimilation, by means of which he utilizes elements drawn from a 
variety of sources to form an original and superior product. Words 
and turns of phrase derived from the Spanish classics or even from 
earlier Spanish stand side by side with the most radical Gallicisms 
and neologisms. One story (‘Las alb6éndigas del coronel’) is in the 
manner of Ricardo Palma; another (‘E] fardo’) in that of Zola; ‘La 
matuschka’ is a lo ruso and ‘Thanathopia’ a lo Edgar Allen Poe, 
yet all bear the stamp of Dario’s peculiar genius. He follows Gau- 
tier and the later Parnassians in the cultivation of pure objective 
description, modeled upon the techniques of graphic and plastic 
art, and Leconte de Lisle, particularly, in his fondness for Greek 
themes and authentic Greek forms of words. Though Dario’s fic- 
tion is not extensive, as compared with his non-narrative prose or 
even his poetry, his contributions to the art of story-telling have 
been enormous, 

The combination of Professor Mejia’s excellent work on the 
text with Professor Lida’s scholarly analysis gives <Cuentos com- 
pletos de Rubén Dario> a unique place in the very extensive liter- 
ature which has accumulated about the writings of the great Nica- 


raguan. 


State University of Iowa E. K. MAPES 


Olin H. Moore: <<The legend of Romeo and Juliet>>. Columbus, 
Ohio State University Press, 1950. x + 168 pp. 


Professor Moore has completed a study of the Romeo and Juliet 
legend which he began many years ago and to which he dedicated a 
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number of papers, beginning in 1927. This book is a piece of ripe 
scholarship and will remain the standard work on the subject. It 
traces the development of the story from the first references to 
the family rivalries of the Montecchi in Veronese chronicles of the 
twelfth century, down to its treatment by Shakespeare — the great- 
est, but not the last, of the literary versions of the story. Moore 
analyses and compares all the versions, from Boccaccio’s tales of 
star-crossed lovers to Luigi Da Porto, the first writer to give the 
pair the local habitation (Verona) and the name (Giulietta and Ro- 
meo), and from Da Porto to Shakespeare. Each writer’s borrow- 
ings and innovations are carefully pointed out, and the relevant 
quotations from each version are collected in the original at the 
end of each chapter. A ten-page bibliography is appended. 

Moore does not reach any startlingly new conclusions on the 
sources of Shakespeare’s play, but he has given a more solid foun- 
dation to the.accepted theory, which is that Arthur Brooke’s poem 
was “the basis” of <Romeo and Juliet>. Moore is justly sceptical 
about the several conjectural “lost sources” which previous schol- 
ars have postulated to account for every minor variationof the plot 
in the extant versions. The only lost source for which Moore finds 
good evidence is the Elizabethan play mentioned by Brooke, and of 
which nothing else is known. 

Moore is more original, perhaps, in his arguments in favor of 
Shakespeare’s knowledge of Da Porto’s version, which would imply 
the poet’s acquaintance with the Italian original. Moore makes a 
list of seven points in Shakespeare’s “treatment of important char- 
acters” in which he agrees with Da Porto rather than with Brooke 
(pp. 111-15). The idea of Shakespeare’s acquaintance with Italian 
is attractive, at least to the present reviewer, but I must also ad- 
mit that Moore’s seven points, although carefully made, do not 
seem conclusive. If they do concern important characters, their 
substance is rather slight. One of them is purely negative: “Shake- 
speare agrees with Da Porto in omitting all mention of the name” 
of the gate where the combat between Romeo and Tybalt occurs (p. 
115). The others do not seem to go beyond the spontaneous con- 
currence of two writers working independently on the same plot. 

Moore’s treatment is strictly factual and “material,” in the 
sense that it is concerned mainly with the subject-matter of the 
stories and plays examined, and not with their form. There is lit- 
tle attempt to evaluate the artistic quality of the widely differing 
versions, or to trace the ideas which may have been embodied in 
them — though it is readily admitted that most of the intermediate 
versions do not allow much to be said on this score. Perhaps the 
various versions might have offered more opportunity for observa- 
tions on the differences of taste inthe different countries and liter- 
atures which have successively taken up the legend, from late me- 
dieval Italy to Renaissance England, 


University of Wisconsin NAPOLEONE ORSINI 


BRIEFER MENTION 


S. Griswold Morley: <The pseudonyms and literary disguises of 
Lope de Vega»> (University of California publications in modern 
philology, vol. 33, no. 5, pp. 421-484). Berkeley and Los Angeles, 
University of California Press, 1951. 


Professor Morley offers an alphabetized list of those fictitious 
names in Lope’s authentic plays which have been suspected by one 
scholar or another of being disguises for Lope himself. The list, 
from <Adulce> to «<Zaide>, numbers fifty-four names; the most- 
used ones were Belardo, Jacinto and Lucindo. In addition, there 
are a list of five names in plays of doubtful authenticity and one of 
several real persons whose names were signed to compositions 
that were probably written by Lope himself. Professor Morley 
finds it possible in only a few plays to identify Lope in his ficti- 
tious characters, and remarks both on the playwright’s great ca- 
pacity to distort the truth and on the artistic genius that enabled 
him to create all soris of characters that were not himself or oth- 
er realpersons but that developed through a process of imaginative 
visualization. Although Professor Morley is careful to urge his 
readers to investigate the matter for themselves, his own convic- 
tions are strong, and to an impartial student of the subject his con- 
clusions are convincing. He States that: “1. No fictitious person- 
age in Lope’s writings, from the omnipresent Belardo down to such 
fleeting figures as Polifemo and Pablos and Cardenio, can be iden- 
tified completely with the author himself, 2. From this it follows 
that the reader must not accept any saying or act of such a person- 
age as true of Lope unlessitis substantiated by external evidence.” 


University of Tennessee GERALD E. WADE 
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PUBLICATIONS RECEIVED 


Symposium 


AND 


Centro de Estudios Hispanicos 
BOOKS AND ARTICLES 


GENERAL 


Kimpel, Ben F.: Religious Faith, 
Language, and Knowledge, a phil- 
osophical preface to theology, 
Philosophical Library, New York, 
1952. 


ENGLISH 


Cartigny, Jean: The wandering 
knight. Reprinted from the copy 
of the first English edition in the 
Henry E. Huntington Library; with 
an introduction and notes by Do- 
rothy Atkinson Evans, Seattle, 
1951, liv, 161 p. (University of 
Washington.) 

Essays and Studies on English 
Language and Literature, Uppsa- 
la, 1952. 

Granville, Wilfred: The Theatre 
Dictionary, British and American 
Terms in the Drama, Opera, and 
Ballet, New York, 1952, vii-ix, 
1-227, (Philosophical Library.) 

Jacobsson, Bengt: Inversion in 
English, with special reference 
to the early modern English pe- 
riod, Uppsala, 1951, 233 p. (Alm- 
quist and Wiksells Boktryckeri 
AB.) 

Kenmare, Dallas: Fire-bird, a 
study of D. H. Lawrence, New 
York, 1952, vi, 81 p. (Philosoph- 
ical Library.) 
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FRENCH 


Alciatore, Jules C.: Stendhal et 
Helvetius, Les sources de la phi- 
losophie de Stendhal, Genéve, 
Lille, 1952, 289 p. 

Apollinaire, Guillaume: Textes 
inédits, 6d. avec une introd. de 
Jeanine Moulin, Genéve, Droz; 
Lille, Girard, 1952, xviii, 194 p. 

Applebaum, Samuel I.: Clemen- 
ceau Thinker and Writer, New 
York, 1948, xiv, 174 p. 

Chateaubriand, Atala and René, tr. 
by Irving Putter, Berkeley and 
Los Angeles, 1952. (University 
of California Press) 114 p. 

Chiari, Joseph: Contemporary 
French Poetry, [New York, 
1952], xvi, 180 p. (Philosophical 
Library, Inc.) [Printed in Great 
Britain. Foreword by T. S. El- 
iot. ] 

Delattre, André: Répertoire, 
chronologique des lettres de Vol- 
taire non recueillies dans les 
éditions de sa correspondance 
générale, Chapel Hill, 1952, xii, 
203 p. (University of North Car- 
Olina.) 

Flecniakoska, J.-L.: L’Univers 
poétique de Federico Garcia 
Lorca, Bordeaux, Paris, Editions 
Biére, 147 p. [Con. bibl. ] 

Gautier, J. M.: L’exotisme amé- 
ricain dans l’oeuvre de Chateau- 
briand; étude de vocabulaire, 
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Manchester University Press. 
[1951], viii, 65 p. [ Bibl., 62-65]. 
Lindsley, Mary F.,Grand Jour and 
other poems, New York, [1952], 
(Philosophical Library), 128 p. 

Pattison, Walter T.: The life and 
works of the troubadour Raimbaut 
d’Orange, Minneapolis, [1952], 
(The University of Minnesota 
Press.). xiv, 225 p., plano- 
graphed. (Glossary, p. 221-223. ] 

Togeby, Knud; Structure imma- 
nente de la langue frangaise, Co- 
penhague, 1951, 282 p., Nordisk 
Sprogog Kulturforlag. (Travaux 
du Cercle Linguistique de Co- 
penhague, vi.) 

Walton, Loring Baker: Anatole 
France and the Greek world. 
Duke University Press, Durham, 
N. C., 1950. ix, 334 p. 


GERMAN 


Brochin, Pierre: LecCercle de 
Munster 1779-1806 et la pensée 
religieuse de F.L. Stolberg IAC 
Lyon, Paris, 1952. (Bibliotheque 
de la Société des études germa- 
niques.) 

Hammer, Carl,Jr.: Goethe after 
Two Centuries, Baton Rouge, 
1952, xii, 109 p. 

Hewits, Theodore 'B.: Essays on 
German Language and Literature 
in honor of, Buffalo, 1952, 87 p. 
(The University of Buffalo Stud- 
ies.) 


ITALIAN 


Annali della Biblioteca Governa- 
tiva e Libreria Civica di Cre- 
mona, Cremona, 1951; (Mostra 
bibliografica dei Musicisti Cre- 
monesi catalogo storicocritico 
degli autori e catalogo bibliogra- 
fico.) 


Brogan, Howard O., Pace, Antonio, 
and Weinberger, Adolph: The 
Leopold von Ranke manuscripts 
of Syracuse University. The first 
one hundred titles, dealing pri- 
marily with the Republic of Ven- 
ice in the 16th, 17th, and 18th 
centuries, its colonial posses- 
sions, and its relations with oth- 
er powers. Syracuse University 
Press, [1952], 150 p., portr. 
[Preface, p. 1-4. Introduction, 
6-30. Notes, 31-35. Bibliogra- 
phy, 36-145. Index of proper 
names: persons and places men- 
tioned in the bibliography, 146- 
150. A very scholarly work and 
painstaking bibliography with an 
interesting and attractive pref- 
ace, about a rich and valuable 
collection in the possession of 
the Syracuse University Library. } 

Corso, Giuseppe: Fasti e nefasti 
del gallo nel folklore cornudese 
(Piccola collezione cornudese di 
storia, scienza, folklore, Qua- 
derno n. 7). Cornuda, A cura 
della “Pro Cornuda,” 1951. 63 p. 

Mezzanotte, Paolo: Due monu- 
menti nelle cronache della fami- 
glia Miari pubblicati in occasione 
dell’80° compleanno del Conte 
Lodovico Miari (in appendix: 
“Elenco delle opere musicali 
scritte dal Nob. Conte Antonio 
Miari che si trovano nell’archi- 
vio della sua famiglia,” by Gian 
Felice Miari_ Pelli~Fabroni). 
Venezia, Ferrari, 1952. 28 p. 

Ricci, Pier Giorgio: Studi sull’U- 
manesimo e sul Rinascimento 
italiano nel 1950. Firenze, 1951. 
448 p. 


SPANISH 
Spain 


Cadalso, José: Noches ligubres, 
ed. e introd. [notas y apéndices ] 
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de Edith F(ishtine) Helman, San- 
tander-Madrid, [1951], 141 p. il. 
[ Excelente, extensa y erudita in- 
troduccién en la que se trata de 
Cadalso, como romantico antes 
del romanticismo, se estudian 
las “Noches lugubres” , como obra 
romantica y se hace la historia 
del texto, con unas complemen- 
tarias notas. Después de la edi- 
cidn de las tres noches, se im- 
primen otras notas alas mismas 
con las variantes. En los apén- 
dices se inserta la bibliografia 
de las eds., trads. e imitaciones, 
con anotaciones explicativas y 
criticas, asi como facs, de por- 
tadas y de cartas de Cadalso. Es 
de notarse la “Carta de un ami- 
go a otro, en la que manifiesta 
el resumen de los amores de 
Cadalso con la Jbanez, y da la 
idea de la obra que hace por es- 
te efecto.” La biografia por Mrs. 
Helman, aunque no anade nada 
nuevo, es un modelo de biogra- 
ffas donde se ve al hombre y al 
poeta vivir, sufrir y producir; es 
un estudio psicoldgico y critico. 
Confirma, con pruebas, que las 
“Noches lugubres” son obra de 
Cadalso, contra las dudas de 
Diaz-Plaja y Montesinos,. ] 

Cancionero de obras de burlas 
provocates a risa, ed. facs. de 
Antonio Pérez Gémez, del tinico 
ej. conocido existente en el Brit- 
ish Museum. [Valencia, 1951.] 
(Al cuidado de Maria Amparo y 
Vicente Soler.) [Ed. de lujo de 
biblidfilo, de 218 ej. venales, nu- 
merados, por suscripcion rigu- 
rosa. ] 

Caro de Mallén, Ana: Contexto de 
las reales fiestas que se hizieron 
en el Palacio del Buen Retiro, a 
la coronacién de [sic] Rey de 
Romanos, y entrada en Madrid 
de la senora Princesa de Cari- 
nan, entresdiscursos [enverso], 
(Madrid, 1637), ed. mod. presen- 
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tada por Antonio Pérez Gémez, 
Valencia, 1951. [Ed. de bibliéd- 
filo en papel de hilo, tirada de 
224 ejemplares. | 

Carpio, Campio: Literatura espa- 
nola del destierro, universal y 
eterna, RCU, enero-junio, 1951, 
xxviii, 159-175. 

Ferrater Mora, José: Suarez y la 
filosoffa moderna; tir. ap. de 
“Notas y Estudios de Filosofia”, 
rev., Tucuman, 1950, II, nos. 7-8, 
26 p. 

Huntington, Archer M.: Estudios 
hispadnicos, Homenaje a, Welles- 
ley College, Wellesley, Mass., 
1952,620 p., retr. (Spanish Dept.) 
[Comité organizador: Ada M. 
Coe, Jorge Guillén, Anita Oyar- 
zabal, Justina Ruiz-de-Conde. | 

MacCurdey, R. R.; and Stanley, D. 
D.: Judaeo-Spanish ballads from 
Atlanta, Georgia, [Repr. from So. 
Folklore Quart., 1951, x, 221- 
238. | 

Morreale de Castro, Margherita: 
Pedro Sim6n Abril, Madrid, 1949, 
329 p. (Anejo de la Rev. de Filol. 
Esp.) [Biografia, est. de sus ob- 
ras. Trozos de la Filosoffa na- 
tural, ms. autégrafo hasta ahora 
desconocido. Otros doc. inéditos. 
Bibliografia. Detallada descrip- 
cidn de las varias eds, de las 
obras originales y traducciones 
de Sim6én Abril. Indice analiti- 
co. | 

Navarro, Tomas: Manual de en- 
tonaci6n Espanola, 24 ed., New 
York, Hispanic Institute, 435 w. 
117 Street, 1950.. [La 24 ed. de 
este libro ofrece la ventaja de ir 
coordinada con 4 discos que con- 
tienen los ejercicios finales de 
la obra, leidos por el autor. De- 
seamos reproducir unos pdrra- 
fos de la excelente resena de S. 
Gili Gaya (Bol. Bibliot. M. Pela- 
yO, XXII, no,3, p. 280-282): 

“Cuando Navarro Tomas pu- 
blicé su Manual de pronunciaci6on 
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espanola, G. Millardet hizo notar 
entre las cualidades mds desta- 
cadas de aquel libro la precisién 
y agudeza con que el autor se- 
guia y explicaba los delicados 
matices de la entonaci6n lingiifs- 
tica. El estudio de la entonacién 
espanola era entonces un capitulo 
no ya nuevo, sino rigurosamente 
intacto de nuestra  Fonética. 
Tampoco abundaba por aquellos 
afios la bibliografia sobre la en- 
tonaci6n de las lenguas extran- 
jeras, que pudiera servirde con- 
traste y orientacién metdédica. A 
pesar de tantas dificultades, 
acert6 el autor de tal manera en 
el enfoque total del problema, 
que hoy nos puede ofrecer su 
nuevo libro como desarrollo de 
aquel capitulo inicial.” 

“Fl obstaculo mayor de estos 
trabajos sobre entonacion y rit- 
mo del lenguaje, no se halla en 
la insuficiencia de los medios 
que el investigador tiene a su 
alcance. Los laboratorios de 
fonética experimental miden con 
exactitud la altura de los sonidos 
y pueden reproducir fielmente la 
curva melddica de la frase. Pero, 
a pesar de esta facilidad relativa 
en obtener los datos necesarios, 
faltan muchas veces normas efi- 
caces de ordenaci6n e interpre- 
tacién de las cifras reunidas, 
hasta el punto de que en algunos 
libros que fuera de Espana se 
han escrito sobre estos temas, 
hay visible desproporcion entre 
la cantidad de datos que contie- 
nen y la solidez de las conclu- 
siones alcanzadas. Hay mate- 
riales, pero falta la construcci6n. 
En el nuevo manual del Sr. Na- 
varro Tomas nos sentimos des- 
de las primeras paginas en pre- 
sencia deun seguro criterio que, 
al valorar e interpretar los re- 
sultados de su labor investiga- 
dora, nos conduce a claras y 


abundantes conclusiones. Por la 
bibliografia que yo conozco acer- 
ca de la entonaci6én en los idiomas 
modernos, me atreveria a asegu- 
rar que ninguna lengua extran- 
jera cuenta a este respecto con 
un estudio tan acabado como el 
que Navarro Tomas ha escrito.”] 

Querol Garvalda, Miguel: Can- 
cionero musical de la casa de 
Medinaceli.- Siglo XVI. Polifo- 
nia profana, transcripci6n y es- 
tudio. Barcelona, 1949-1950; 2 
vol. vi, 56 p. y 135 p. musica no- 
tada, vii, 26 p. y 153 p. musica 
notada. 

Rey, Agapito, ed.: Castigos e do- 
cumentos para bien vivir orde- 
nados por el rey don Sanche IV, 
[1293]. Bloomington, 1952, 229 
p. y facs, (Indiana University.) 
[Excelente ed. critica de esta 
importante obra, con intr., bibl. 
proverbios y refranes, glosario 
e indice onomastico. Desde el 
titulo ya vemos el cuidado y pre- 
cisidn en el trabajo. Hasta ahora 
se conocia la obra con los titulos 
truncados de Castigos o Castigos 
y documentos, y A. Rey lo com- 
pleta con el resto del titulo que 
aparece en el ms. del Escorial y 
que redondea la idea o el fin y 
objeto de los Castigos, es decir 
“para bien vivir”. El propdésito 
de D. Sancho IV, era educar a su 
hijo, mostrarle la norma de con- 
ducta que debia seguir. Ahora 
se comprende claramente lo que 
encierra la obra. Su texto es el 
mas extenso, pues ha escogido el 
ms. del Escorial, que, no sola- 
mente es el mas completo, sino 
el mds antiguo. La fecha es la 
de 1293 y el autor Don Sancho, 
En este ultimo punto, desmenuza 
y deshace Rey los argumentos de 
Groussac publicados en la Rev. 
Hisp., demostrando que o son 
equivocados o carecen de peso y 
fuerza para probar su creencia. 
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Enriquece tan esmerada edici6n, 
un capitulo consagrado a Dido, 
los proverbios y un glosario. 
Hubiera sido conveniente, segun 
aconseja M. Pidal, poner los 
acentos, a fin de aclarar la lec- 
tura. } 

Woodbridge, Hensley C., and Olson, 
PaulR.: A tentative bibliography 
of Hispanic linguistics (based on 
the studies of Yakov Malkiel), 
Urbana, Illinois, 1951, xxii, 203 
1., (Dept. of Spanish and Italian, 
University of [llinois ), mimeo- 
graphed. [“Prefatory note,” by 
Henry R. Kahane. | 


HISPANIC AMERICA 


Alegria, José S.: Retablos de la 
aldea. San Juan, 1949, 159 p. 
(Biblioteca de Autores Puerto- 
rriquenos.) 

Entralgo, Dr. Elias: Apologia de 
las 7 de la manana, La Habana, 
1950, 31 p. 

Escudero, Alfonso M.: La Prosa 
de Gabriela Mistral, Santiago [de 
Chile], 1950, 64 p. 

G6mez, Laureano, y Rivas Sacconi, 
José Manuel: Por la Cultura. 
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Oraciones. Bogota, 1952, 45 p. 
il. [Discursos del Excmo. Sr. 
Presidente de la Republica y del 
Director del Instituto de Caro y 
Cuervo con motivo de haber con- 
decorado el Gobierno de Colom- 
bia con la Cruz de Boyaca al Dr. 
Rivas Sacconi, Director del Ins- 
tituto, Secretario Perpetuo de la 
Academia Colombiana y Miem- 
bro del Consejo Superior de Edu- 
caci6n Nacional. | 

Henriquez Urena, Max: Episodios 
dominicanos. El ideal de los 
Trinitarios. Madrid, 1951, xvi, 
310 p. (Edisol.) [Vol. IV de la 
serie de Episodios hist6éricos en 
que se va relatando el via crucis 
de la independencia de Santo Do- 
mingo de una manera novelada 
por un artista de la pluma. ] 

Socarras, Carlos P.: El entierro 
cubano de Marti. Discurso del 
Presidente de la Republica, [La 
Habana], 30 de junio de 1951, 16 
p. [Encendida oracién, llamean- 
te arenga, de una gran belleza 
literaria y de una elevada ideo- 
logia, inspirada por el patriotis- 
mo y amor a la libertad que in- 
culc6é a los cubanos José Marti. ] 


PERIODICALS 


Anales de la Academia Nacional 
de Artes y Letras [de Cuba], La 
Habana, 1950, ano XXXVI y tomo 
distinto: XXXII. [Recibido en 
junio de 1952]. J. J. Remos; El 
Dr. Gustavo Pittaluga, ensayista. 
G. Pittaluga: El estilo literario 
y el lenguaje cienttfico. 

Annales de l’Université de Paris, 
1951, XXI, n°. 4. J. Bonnerot: 
Itinéraire des bibliothéques pa- 
risiennes. Le 4© centenaire de 
l'Université Mayor de San Mar- 
cos de Lima 4 la Sorbonne. 


Asomante, 1952, VIII, n°. 1. Ma- 
ria Zambrano; Las ruinas. Sa- 
lazar Chapela; Revistas espano- 
las en Londres, — Id., 1952, n°, 
2. Homenaje a Pedro Salinas. 

Boletim Geral do Ultramar, Lis- 
boa, Abril, 1952, n°, 322. 

Boletin del Archivo General de la 
Nacién, Trujillo, Rep. Dom., 
1951, n°, 71. [Catdlogo de pasa- 
jeros a Santo Domingo, 1509- 
1534, Indices por J. Marino In- 
chdustegui.] — NOS, 72 y 73, 
1952. 
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Boletin [de la] Comisién Cubana 
de la Unesco, La Habana, 1952, 
no, 3, 

Boletin Cultural Mexicano. Méxi- 
co, D. F. (Edison, 84-A. [Es- 
crito en inglés. | 

Bolivar, 1952, n°. 7. [ Bogotd, Co- 
lombia. Ni la cubierta ni la por- 
tada llevan el pie de imprenta, 
ignordndose, a primera vista, la 
ciudad y el pais. Estos se en- 
cuentran en tipo diminuto en la 
solapa y en el colof6n sin expre- 
sién del tomo. En la cubierta 
posterior figura un escudo con 
una corona real, simbolo de la 
monarquia. Bolivar no era mo- 
narquico, sino republicano, y Co- 
lombia no es una monarquia, sino 
una republica.] — Id. n°. 10. — Id. 
nO, 11. [Al final: Antologia de 
escritores colombianos. | 
Bulletin Hispanique, 1951, LIII, n°. 
1. — Américo Castro: Quelques 
précisions au sujet de Espana en 
su historia. [En contestacién a 
la carta abierta de M. Marcel 
Bataillon (BHi, 1950, LII, 5-26) } 
Bonifacio de Echegaray: La le- 
yenda de San Julian el Hospita- 
lario en romances castellanos. 
Alda Croce: Cuatro poesias iné- 
ditas atribuidas a G6ngora. 
Comparative Literature, 1952, IV, 
nO, 1, [Abre con un importante 
articulo de L. Spitzer sobre “The 
mozarabic lyric,” 0 sea el sen- 
sacional descubrimiento de S. M. 
Stern de cancioncillas mozdara- 
bes del siglo XI en espanol, lo 
cual prueba documentalmente 
que hubo en Espana poesia lirica 
un siglo antes que la aparicién 
de la lirica provenzal — “and 
Theodor Frings’ theories”, las 
cuales consideran que los “spe- 
cimens of courtly poetry are only 
learned re-elaborations of orig- 
inal ‘Frauenlieder’ which spring 
from timeless, universal, lyrical 
folk themes.” Compara Spitzer 


Thesaurus; 


el estudio de Frings con uno de 
Ddmaso Alonso acerca del refe- 
rido descubrimiento. Estos dos 
autores sin conocer mutua mente 
sus trabajos coinciden en sus 
conclusiones, y esas estrofas li- 
ricas mozdarabes de poetas his- 
pano-hebreos, recien descubier- 
tas, vienen a corroborar la teo- 
ria de Frings. Spitzer, con el 
auxilio del ensayo de Frings ha 
identificado el contenido de las 
‘jarchas’ mozarabes con el de 
las canciones de mujer (Frauen- 
lieder) germanas y romdanicas. 
Ademas anade una observaci6n 
propia, la de que mientras en las 
‘cantigas de amigo’ gallego-por- 
tuguesas, en las ‘Frauenlieder’ 
alemanas y en las antiguas can- 
ciones populares francesas, el 
ambiente es rural, en las ‘jar- 
chas’ hispano-arabes es urbana. 
Hace resaltar la continuidad de 
la poesia primitiva espanola des- 
de las ‘jarchas’ del siglo XI has- 
ta los ‘villancicos’ populares 
modernos. Ahonda en la defini- 
cion de la naturaleza del subgé- 
nero representado por la ‘jarcha’, 
con el fin de obtener una base 
mas profunda en el nacimiento 
de la poesia lirica en general. 
Por ultimo, sugiere algunas con- 
clusiones que agregar a las ya 
deducidas por Damaso Alonso. ] 
— Frank Wood: Three poems on 
Whitman [ By Benét, Garcia Lor- 
ca, and Crane.] H. H[atzfeld] 
resena del libro de Damaso Alon- 
so: Poesia espanola: Ensayo de 
métodos y limites estilisticos. 
{“This book is an ideal combina- 
tion of stylistic theory, interpre- 
tation of texts, ‘literary science,’ 
and artistically informed litera- 
ry history.” ] — Id., 1952, n9, 2. 
Boletin del Instituto 
[de] Caro y Cuervo, 1951, VII, 
nOS 1,2 y 3 [Cumple siete anos 
de existencia v se da el nombre 
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de “Thesaurus.” Continua el Dic- 


cionario de Cuervo el Sr. Fer- . 


nando Antonio Martinez, quien 
publica una monografia iniciando 
una etapa nueva, pues hasta aho- 
ra el Boletin ha publicado las pa- 
labras de la parte inédita que ya 
estaban completas y redactadas, 
desde “ea” hasta “empero”: 53 
voces. De ahora en adelante los 
materiales estan incompletos, 
sin redactar y sin etimologia. El 
Sr. Martinez ofrece dichos mate- 
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riales completados, clasificados 
y redactados. De modo que viene 
a ser un colaborador de Cuervo, 
La muestra es excelente. No 
conocemos otros trabajos filo- 
légicos del Sr. Martinez, pero 
puede asegurarse que con el 
presente se coloca a gran altura 
en estos estudios. El trabajo 
emprendido es enorme y deli- 
cado. La primera palabra es- 
tudiada es “empezar” y cubre 14 
paginas en 40 de tipo pequeno. | 


CENTRO DE ESTUDIOS HISPANICOS 


Syracuse University 


El Centro de Estudios Hispanicos ha 
perdido a dos de sus miembros: Amado 
Alonso, profesor de la Universidad de Har- 
vard, y Milton A. Buchanan, profesor hono- 
rario de la Universidad de Toronto, Canada, 
fallecidos en el presente ano. 

Para ocupar estas dos vacantes han sido 
designados los Sres. Jenaro Artiles, pro- 
fesor del Westminster College, Fulton, 
Missouri, y Jean Sarrailh, rector de la 
Universidad de Paris (Sorbona). 


BIOGRAPHICAL 


ALFRED ADLER. Ph. D., University of Vienna, 1930. Further 
studies in Paris, New York, Chicago. Now Associate Professor 
of Education, Brooklyn College, after a Guggenheim leave from 
Central Michigan College. Author of many articles in American 
and European reviews. Special interest: stylistic analysis of 
early romance literature. At present engaged ina book dealing 
with the medieval <Renart>. 


CARLO CORDIE. Doctorate in letters, University of Pisa, 1932. 
Formerly lecturer in French language and literature at the Uni- 
versity of Pisa, the University of Milan, and the Universita Boc- 
coni, also in Milan. Now connected with the Institut d’Etudes 
Italiennes at the University of Paris. Has written extensively 
on French and Italian literature. 


ALBERT J. GEORGE. Ph. D., Columbia University, 1940. Pro- 
fessor of Romance Languages at Syracuse University since 1942 
and now Chairman of the Department of Romance Languages. 
Has written extensively on nineteenth century French literature, 
especially on Romanticism. At present he is preparing a book 
on the influence of the Industrial Revolution on French Roman- 
ticism. 

RONALD HILTON. Studies in England (M. A., Oxford, 1936), 
France and Spain. Director of the Biblioteca del Comité His- 
pano-Inglés, Madrid, 1936. Assistant Professor of Modern Lan- 
guages, British Columbia, 1939-41. Since 1942 Professor of 
Romance Languages and Director of Hispanic American Studies 
at Stanford University. Has written extensively on Spanish, 
Portuguese, and Latin American literatures and civilizations 
and on their interrelations with one another and with France. 
Founder and editor of the monthly <<Hispanic American report>. 


CUNG GIU NGUYEN. Professor of literature at the College of 
Nhatrang (Vietnam). Writer in both French and Vietnamese. 
Has directed the reviews <Tuong-Lai>> and <<Les Cahiers de 
la jeunesse>>. Editor-in-chief and contributor to the <§Soir 
d’Asie>, a Saigonese daily in French. Various articles in the 
Saigonese reviews <<Education> and <France-Asie>>. Writings 
in Vietnamese: novels, short stories, an essay on the language, 
a translation of Thoreau’s <Walden>. 
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Alciatore, Jules: see Martineau, Henri. 
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Bataillon, Marcel: <<Erasmo y Espana>>. (Agapito Rey)...... 
Bédé, Jean-Albert: ‘Le Culte de Balzac.’ ........-..+00- 
de Boer, Josephine: ‘Two modern Catalan poets.’.......... 


Bonfante, G.: see Rohlfs, Gerard. 

Brée, Germaine: <<Du Temps perdu au Temps retrouvé> 
(Reino, Virtanen). ..< . (9aueineh..2) . sont, FR, Bees 

Bruerton, Courtney: see Sloman, Albert E. 

<<Cuentos completos de Rubén Dario» (prélogo de Raimundo 
Lida), Ernesto Mejia Sanchez . (E. K. Mapes)............ 

‘Le Culte de Balzac,’ Jean-Albert Bédé ..........020cc0e 

<<Erasmo y Espana>, Marcel Bataillon . (Agapito Rey)....... 
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science: selected bibliography for 1951.’ ............ ae 

George, A. J.: see Turnell, Martin. 
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‘Hans Henny Jahnn: a note on his latest novels,’ Edgar Lohner . 
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Kuhn, Alwin: <Die romanischen Sprachen> (Mario A. Pei)... 

<<The legend of Romeo and Juliet>, Olin H. Moore. (Napoleone 
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Lida, Raimundo: see Mejia Sanchez, Ernesto. 

Lohner, Edgar: ‘Hans Henny Jahnn: a note on his latest novels.’ 

Mapes, E. K.: see Mejia Sanchez, Ernesto. 
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